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Rocky  Wooded  Landscape 

View  of  a  Bridge 

Waterside  Tree,  pencil 

West  Loch,  Tarbet,  looking  north 
Newman,  Barnett.  Chartres,  acrylic  on  canvas 
Nicholson,  William — see  Beggarstaff  Brothers 
Novara,  Giovanni  Battista  Ricci  da.  The  Last  Supper,  pen,  brown  ink  and 
brown  wash 

Oliver,  Isaac,  attributed  to.  Portrait  of  Henry,  Prince  of  Wales 
Parmigianino.  A  Shepherd  Asleep,  Under  a  Tree,  pen  and  brown  ink 
Passavant,  Lucile.  Illustration  from  a  suite  in  a  special  copy  of  Virgil's  'Les 

Bucoliques'  (woodcut) 
Peake,  Robert,  the  Elder,  attributed  to.  Portrait  of  Sir  William  Pope,  1st 

Earl  ot  Downe 

Pethcr,  Sebastian.  View  of  the  west  of  Edinburgh  by  moonlight 
Picasso.  Pablo. 

Bouteille  de  rhum,  La 

Engraving,  dated  23.8.68 
Pollock,  Jackson.  Portrait  and  a  dream,  enamel  on  canvas  .. 
Ponta,  Jacopo  da — see  Bassano,  II 
Pryde,  James — see  Beggarstarf  Brothers 

Raphael.  Mercury  and  Psyche,  red  chalk,  over  indications  with  the  stylus 

Rauschenberg,  Robert.  Factum  I,  combine  painting  (colour  plate) . . 

Re,  Vincenzo  Dal.  The  Hall  of  a  Palace,  pen  and  black  ink  and  grey  wash 

over  black  chalk 
Rembrandt. 

Adam  and  Eve  (etching) 

Jan  Six  at  Ijmond,  wash  drawing 

Portrait  of  an  old  man,  said  to  be  Harmen  Gerritsz  van  Rijn 
Renoir,  Pierre  Auguste.  L'escalier,  Algers,  c.  1882 
Reynolds,  Sir  Joshua.  Portrait  of  Miss  Theodosia  Magill 
Reynolds,  Sir  Joshua,  studio  of.  Portrait  of  Sir  William  Hamilton,  K.B 
Ricci,  Marco.  Landscape  with  the  Rest  on  the  Flight  into  Egypt   .  . 
Richier,  Germaine.  Contre  Terre  (etching) 
Robbia,  Andrea  della.  Mirror,  glazed,  terracotta  (sculpture) 
Robert,  Hubert.  Classical  Ruins 
Rodin,  Auguste. 

Bacchante,  watercolour 

Bellona,  bronze  (sculpture) 
Rubens,  Peter  Paul.  The  rape  of  the  Sabine  women 
Saenredam,  Pieter.  Interior  of  the  church  at  Utrecht.  . 
Sandby,  Paul.  Portrait  of  Sir  Peter  Francis  Bourgeois  R.A.  and  the  picture 

dealer  Noel  Desenfans,  watercolour 
Schulze,  Eberhard — sec  Unger,  Hans 

Scrots,  William.  Portrait  of  Henry  Howard,  Earl  of  Surrey 
Shamberg,  Morton  Livingston.  Fruit  bowl,  pencil 
Shepard,  Ernest  H.  Winnie  the  Pooh  and  Piglet,  drawing 
Smirke,  Mary.  Heine  Bay;  boats  off  shore,  watercolour  over  pen  and  ink 
Smith,  David. 

Cubi  XXIV,  stainless  steel  (sculpture) 

Medals  for  Dishonor:  Bombing  Civilian  Populations,  bronze  (sculpture 
Spencer,  Frederick  R. 

Portrait  of  Margaret  Palmer  Kellogg 

Portrait  of  Washington  Irving 
Spengler,  Nikolaus  Michael.  Painting  on  glass 
Steenwyck,  Harmen  van.  Still  life  with  fish  on  a  stone  ledge 
Stella,  Frank.  Hagmatana  II,  acrylic  on  canvas 
Stevens,  Alfred. 

Fleurs  d'Automne,  Les 

Mendicite  toleree,  La  .  . 

Tous  les  Bonheurs 
Strozzi,  Bernardo.  Adoration  of  the  Shepherds 
Tacca,  Pietro.  Bust  of  Cosimo  II  de  Medici,  Grand-Duke  of  Florence  1590 

1621,  terracotta  (sculpture) 
Tarchi,  Alessandro.  St.  Peter  and  an  Angel  appear  in  Prison  to  St.  Agatha 
Terborch,  Gerard.  Portrait  of  a  Gentleman 
Tintoretto.  Touch  Me  Not 
Titian. 

Horse  and  rider  falling,  black  chalk  on  discoloured  grey  paper 

Portrait  of  a  Venetian  Nobleman 
Tsan,  Ni.  Landscape,  ink  on  paper       .  .        .  .        .  .        .  • 

Turner,  J.  M.  W.  Helvoetsluys — the  City  of  Utrecht,  a  '14  going  to  sea,  1832 
Ubac.  Illustrations  for  a  series  of  poems,  'Les  lisieres  du  devenir'  (etching) 
Unger,  Hans,  and  Eberhard  Schulze.  Mosaic,  marble  (mosaic 
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Jnknown:  c.  1820.  U.S.  Ship  Franklin  Firing  at  a  Corsair  . .        .  .  303 

Jnknown:  American  School,  XIX  century.  Portraits  of  a  young  army 

officer  and  his  wife,  pair  . .        .  .        . .        . .        .  .  1 1  5 

Jnknown:  Assyrian,  883-859  B.C.  Bas-relief,  inscribed  and  from  the  Palace 

of  King  Ashurnasirpal  II,  stone  (sculpture)      ..        ..        ..  ..191 

fnknown:  Congo,  Bakwele.  Face  mask,  wood,  with  brown  and  white 

colouring  (sculpture)       . .        .  .        .  .        .  .        .  .        .  .        .  .  223 

fnknown,  Flemish  School,  XV  century.  Portrait  of  a  lady  .  .        .  .  114 

fnknown:  French,  XVII  century.  Reclining  Venus,  bronze  (sculpture)  ..  75 
fnknown:    Guinea,   Landuman.    Snake    fetish,   wood    with  colouring 

(sculpture)  .  .        . .        . .        . .        . .        .  .        .  .        .  .  224 

fnknown:  Haniwa,  Tumulus  period,  VI-VII  century.  Figure  of  an  ape, 

clay  (sculpture)     .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  270 

fnknown:  Hawaiian.  Male  figure,  dark-brown  polished  wood  (sculpture)  192 
fnknown:  India,  Palni,  Madurai  District,  XVIII  to  XIX  century.  Kaliya- 

krishna,  bronze  (sculpture)        .  .        .  .        .  .        .  .        .  .  145 

'nknown:  India,  probably  Tanjore  District,  XVII  century.  Dancing  Ganesa, 

bronze  (sculpture)  ..        ..        ..        ..        ..        ..  ..139 

fnknown:  India,  South,  Chola  period,  XI  or  XII  century.  Parvati,  bronze 

(sculpture)..        ..        ..        ..        ..        ..        ..        ..  ..141 

nknown:    India,    South,   early    Vijayanagar   period.    Parvati,  bronze 

(sculpture)..        ..        ..        ..        ..        ..        ..        ..  ..141 

nknown:  India,  South  Kilappudanur,  Tanjore  District,  VIII  or  IX  century. 

Vishapaharana,  bronze  (sculpture)        ..        ..        ..        ..  ..144 

nknown:  India,  South,  Nellore  area,  XIII  to  XIV  century.  Ganesa,  bronze 

(sculpture)..        ..        ..        ..        ..        ..        ..        ..  ..139 

nknown:   India,  South,  Tiruvengadu,  Tanjore  District,  XI  century. 

Ardhanarisvara,  bronze  (sculpture)       ..        ..        ..        ..  ..143 

nknown:  India,  South,  V  idakkupanaiyur  Tanjore  District,  X  century. 

Rama   group,   Rama,   Sita,   Lakshmana   and   Hanuman,  bronze 

(sculpture)..        ..        ..        ..        ..        ..        ..        ..        ..  142 

nknown:   India,  Tiruvelangadu,   Chingleput  District,  Tamilnadu,  IX 

century.  Somaskanda,  bronze  (sculpture)        ..        ..        ..        ..  144 

nknown:  India,  Tiruvelangadu,  Chingleput  District,  X  century.  Nataraja, 

bronze  (sculpture)  ..        ..        ..        ..        ..        ..  ..140 

nknown:  Japanese,  XVII  century.  Figure  of  Kwannon,  bronze  (sculpture)  42 
nknown:  Makonde.  Sculptures,  four,  carved  ebony  (sculpture)  .  .        . .  45 

nknown:  offered  to  the  Cathedral  of  Plock  in  1370  by  King  Casimir  the 

Great.  Reliquary  bust  of  St.  Sigismund,  silver,  parcel  gilt,  set  with 

precious  stones  (sculpture)         ..        ..        ..        ..        ..  ..120 

1  nknown:  Russian,  Moscow  School,  XVI  century,  late.  Icon  .  .  117 
inknown:  Sudan,  Western,  Dogon,  Mali. 

!  Ceremonial  granary  container  in  the  form  of  a  horse  (sculpture)  .  .  224 

Face  mask,  wood  (sculpture)  .  .  .  .        .  .        . .        .  .        .  .  224 

nknown:  XII  century,  late.  Figure  of  angel,  wings  decorated  with  Limoges 

champleve  enamel,  bronze  (sculpture)  .  .        .  .  . .        .  .  199 

larious.  Group  of  sculpture:  'Raiding  the  Icebox  I,  with  Andy  Warhol" 

(sculpture)  .  .        . .        .  .- .      .  .        .  .        .  .        .  .        . .        .  .  226 

erboeckhoven,  Eugene  J.,  and  Louis  P.  Verwee.  Frozen  river  scene  with 

figures  skating  .  .  .  .        .  .        .  .         .  .  267 

[erncr,  Frederick  Arthur.  Portrait  of  Sitting  Bull,  the  Sioux  chief  water- 
colour       . .  41 

erwee,  Louis  P. — see  Verboeckhoven,  Eugene  J. 

ieltaure,  Jean-Pierre.  Lithograph,  one  of  set  of  12   ..        ..        ..        ..  119 

ittoria,  Alcssandro.  Bust  of  Giulio  Contarini,  Procurator  of  St.  Mark, 

terracotta  (sculpture)       .  .        .  .        .  .         .  .         .  .        .  .  261 

;ard,  James.  The  Rev.  T.  Levett  and  his  favourite  dogs,  cock  shooting.  .  45 
rarhol,  Andy.  Dick  Tracy,  casein  on  ccnvas.  .        . .        . .        . .        .  .  285 

'est,  Benjamin. 

i  Jacob  and  the  Angel    .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  39 

Scene  from  the  life  of  Aaron  .  .         .  .         .  .         .  .         .  .        .  .  39 

'hittredge,  Worthington. 

:  Bishop  Berkeley's  house,  Newport,  Rhode  Island,  pencil  on  paper  .  .  149 
Home  by  the  Sea-Side,  A      .  .        .  .        .  .        .  .  148 

1  Third  Beach,  Newport  ..        ..        ..        ..        ..        ..        ..  149 

Trout  Brook  in  the  Catskills  .  .        .  .        .  .        .  .        .  .        .  .        .  .  148 

'illiams,  William.  Portrait  of  the  Rev.  John  Basset  Collins,  his  wife 

Elizabeth  and  son  Francis  .  .        .  .        .  .        .  .        .  .        .  .  268 

!'ilson,  Richard.  Phaethon      . .        . .        . .        . .        . .        . .        . .  19 

'yndham-Lewis,  Percy.  Abstract  composition  II,  pencil  and  watercolour  44 
idkine.  Illustration  for  Robert  Ganzo's  poems  'Lespugue'  (etching)  158 

aokbinding 

Jnscen  Wartare',  in  red  and  dark  brown  morocco  with  main  division 
outlined  with  royal  blue  and  vermilion  feathered  onlays,  gilt  titling, 
by  Philip  Smith  .  .         .  .         .  .        .  .        .  .         .  .         .  .  270 


ooks,  MSS  and  Inscriptions 

pollinaire,  Guillaume,  'Le  Bestiare  ou  Cortege  d'Orphee,  Paris,  Deplanche, 

191 1 :  'Le  Dauphin',  by  Raoul  Dufy  (woodcut)        .  .        .  .        .  .  41 

ape  of  Good  Hope  Almanack  for  1847:  advertisement  of  Mr.  T.  W. 
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Bowler,  artist       ..        ..        ..        ..        ..        ..  ..170 

Carol,  XV  century,  inscribed  in  red  by  Edward  Johnston  in  1925  .  .        .  .  35 

'Danse  du  Chateau,  La':  copper  engraving  from  a  suite  to  a  special  copy  of, 

by  Louis  Chavignier       . .        .  .        .  .        . .        .  .                  .  .  1  s^> 

'Demotte*  Shanama :  leaf  from,  the  death  of  Mani    ..       ..  191 

'Dialogos  con  la  Piedr'a:  wood  engraving  by  Balthazar  Lobo        .  .  [59 
'Dialogues  des  Courtisanes,  Les':  lithograph  from  page  from,  by  Aristide 

Maillot  (colour  plate)      . .        . .        .  .        .  .        .  .        .  .  1 54 

Fletcher,  Thomas,  trade  card,  showing  the  Hull  Vase                   ..        ..  212 

Ganzo,  Robert,  'Lespugue' :  etching,  by  Zadkine      ..        ..        ..  ..158 

Hancarville,  D',  'Antiquites  Etrusques',  1766:  Vol.  I,  PI.  54,  engraving  of 

Apulian  volute-crater,  Hamilton  Collection,  British  Museum          .  .  252 
Holy  Communion:  page  from,  written  on  vellum  by  Edward  Johnston, 

1900          . .        . .        .  .        .  .        . .        . .        .  .                  . .  37 

'Idea  e  Spazio':  colour  aquatint  by  Marino  Marini    .  .        .  .  .160 

Inventory  covering  the  conventual  church  of  St.  John  at  Valetta  and  St. 

Anthony  Abbot  at  Vittoriosa,  completed  in  1756:  title  page          .  .  101 
Jewitt,  Llewellynn,  'Ceramic  Art  in  Great  Britain',  1878:  sketch  of  a  dragon 

vase,  by  Llewellynn  Jewitt        ..        ..        ..        ..        ..        ..  243 

Letter  written  by  George  Green  of  the  Don  I'ottery,  Swinton,  addressed  to 
Thomas  Bramweld  of  the  Rockingham  Works,  dated  26th  Septem- 
ber, 1826,  on  which  appear  sketches  of  two  vases  together  witli 

contemporary  tea  wares  .  .        .  .        .  .        . .        .  .        . .        .  .  238 

Ditto — detail  of  rustic  handled  vase      .  .        .  .        .  .        .  .  239 

'Lisieres  du  devenir,  Les':  etching  for  a  series  of  poems,  by  Ubac.  .  157 

Lucian,  'Dialogues  de  Samosate':  colour  wood  engraving  by  Henri  Laurens  1  55 
Morris,  William,  'The  defence  of  Guenevere  and  other  poems',  first  edition 
1858,  bound  by  T.  J.  Cobden-Sanderson  1886,  commissioned  and 

inscribed  by  Philip  Webb:  cover         .  .        .  .        .  .        .  .  117 

'Olympiques,  Les':  sepia  lithography  by  Charles  Despiau    . .        .  .        .  .  153 

Pocock's,  double-page  advertisement  for  furniture,  1814     ..        ..  90,91 

Pocock's  trade  card,  front  and  back     .  .        .  .        .  .        .  .        .  .        .  .  88 

Ditto — another,  front  and  back           .  .        .  .        .  .        .  .                  . .  89 

'Promethee' :  'Death  of  Pandora',  colour  lithograph  by  Henry  Moore      .  .  161 

'Regnes':  'estampille',  in  relief  and  printed  uninked,  by  Hajdu      .  .        .  .  160 

Saint  Aldhelm,  'De  Laude  Virginitatis':  vellum  fragment    ..        ..  193 

Virgil,  'Les  Bucoliques':  woodcut  from  a  suite  in  a  special  copy,  by  Lucile 

Passavant  ..        ..        ..        ..        ..        ..        ..        ..  ..153 

"Vivantes  cendres  innomminees':  design  for  a  chair,  by  Giacometti  (etching)  1  ss 


Colour  Plates 

Aubusson  tapestry,  wool  and  silk,  depicting  'Harpoon  Fishing',  from  a  set  of 

'Chinoiseries'  after  a  series  of  engravings  by  Jean  Pillement  entitled 

'Twelve  Fishermen  and  Hunters',  mid-XVIII  century  .  .  April  cover 
Bowl,  glass,  Venetian,  designed  and  made  by  Ercole  Varovier  in  1965  .  .  87 
Brussels  tapestry,  woven  in  wool,  gold  and  silver,  fifth  panel  of  the  set 

'The  Story  of  Vertumnus  and  Pomona',  made  tor  the  Emperor 

Charles  V,  mid-XVI  century     .  .        . .        .  .        .  .        . .        .  .  230 

Chimney  ornaments,   the   Sailor's  Farewell,  and   Return,  Staffordshire 

pottery,  c.  1 790     .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  11 

Colonial  Cubism,  by  Stuart  Davis       .  .        .  .        .  .        .  .        . .        .  .  281 

Dish,  leaf,  silver-lustre  decoration,  yellow-glazed  earthenware,  possibly 

Leeds  Pottery,  c.  18 10     ..        ..        ..        ..        ..        ..        ..  205 

Dishes,  fruit,  with  portrait  of  Williim  and  Mary,  2,  Lambeth  delft-ware, 

c.  1690       .  .        .  .        .  .        .  .        . .        .  .        . .        .  .        .  .  11 

Factum  I,  by  Robert  Rauschenberg,  combine  painting       .  .        .  .        .  .  281 

Gloriamundi,  by  Hans  Hofman .  .        ..        ..        ..        ..        ..  ..281 

Jar,  tobacco,  porcelain,  Doccia  .  .        .  .        .  .        .  .        .  .        .  .  March  cover 

Jeune  Mere,  La,  by  Henri-Pierre  Danloux      .  .        .  .        .  .  February  cover 

Jug,  porcelain,  painted  in  enamel-colours  in  Kakiemon  style,  Chantilly, 

2nd  quarter  XVIII  century        .  .        .  .        .  .        .  .        .  .        .  .  78 

Loving-cup,  porcelain,  Pinxton,  painted  with  view  of  the  factory  .  .        . .  11 

Mug,  enamel-painted  decoration,  yellow-glazed  earthenware,  c.  1825  20s 
Page  from  'Les  Dialogues  des  Courtisanes',  by  Aristide  Maillol  (lithograph)  154 
Portrait  of  Edward  Sackvillc,  4th  Earl  of  Dorset,  attr'buted  to  William 

Larkin       .  .  .  .        .  .        .  .  . .  2 

Pregnant  Whale,  The,  by  Alexander  Calder,  painted  steel  (sculpture)  281 
Statuettes  of  General  Wolfe  and  the  Marquis  of  Granby,  coloured  Bow 

porcelain,  c.  1760  .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  it 

Teapot,  pottery,  enamel-painted  decoration,  Wedgwood,  c.  178  s  ..  129 
Tureen  and  stand,  silver,  engraved  with  arms  of  Pignatelli  family  ol  Naples. 

by  Jacques  Charles  Mongenot,  Paris,  1783/4  .. 
Tureen,  silver,  engraved  on  each  side  w  all  arms  ot  Gould  impalinp 

by  John  Eckford,  London,  1740,  7 
Tureen,  silver,  engraved  with  arms  of  Madden  impaling  Cr  ghton,  crest 

on  cover,  by  Paul  de  Lamcrie,  London,  [738  y 
Tureen,  silver-gilt,  and  stand,  engraved  for  Augustus  Rex  III,  King  ot 

Poland,  by  Paul  Ingermann,  Dresden,  c.  1735.  ...  SS 
Tureen,  silver-gilt,  engraved  with  crest  and  motto,  by  Cornelius  Bland, 

London,  1 794  s  .  .  ■  •  55 

Tureen,  silver-gilt,  with  liner,  on  stand,  engraved  011  bowl  and  on  applied 

cartouches  on  cover  and  stand  with  arms  ot  Neeld  ot  Grittleton, 

Chippenham,  Wiltshire,  by  John  Bridge,  London  1S28/9  ..  ..  s  s 
Tureens,  pair,  enamel-painted  decoration.  Leeds  Potters  .  1 .  1785  ..  129 

Tureens,  silver,  by  Paul  de  Lamerie,  three,  one  ot  date  1738/39,  the  others 
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a  pair,  1748/49     ..        ..        ..        ..        ..        ..  January  cover 

Vase,  the  Wentworth  Rhinoceros,  porcelain,  polychrome  enamel  painting 

by  John  Wager  Brameld  depicting  a  scene  from  Don  Quixote, 

Rockingham       . .       . .       . .       . .       . .       . .       . .       . .  239 

Wellington  Station,  Cape  of  Good  Hope,  4th  November,  1863,  by  Thomas 

Bowler,  watercolour       ..        ..        ..        ..        ..        ..  163 


Enamels 

Angel,  bronze,  wings  decorated  with  champleve  enamel,  Limoges,  late 

XII  century         .  .        .  .        .  .        . .        .  .  ■ 

Figure  of  Christ,  gilt  and  enamelled  copper,  Limoges,  XIII  century.  . 

|ug,  wine,  enamel  on  copper,  Chinese,  late  Yung  Cheng  or  early  Ch'ien 

Lung  period 

Plaque,  enamel  on  copper,  Chinese,  early  Ch'ien  Lung  period 

Snuff  bottle,  Pekin  enamel,  tamille-rose  decoration  and  four  character  mark 

of  Ch'ien  Lung  in  blue,  Chinese,  Ch'ien  Lung  period 
Tray,  quatrefoil,  enamel  on  copper,  Chinese,  K'ang  Hsi  period 
Tray,  rectangular,  enamel  on  copper,  Chinese,  Ch'ien  Lung  period 
Vase,  cylindrical-shaped,  one  of  pair,  Peking  enamel,  possibly  from  the 
workshops  of  Father  Castiglioni,  famille-rose  colouring,  painted 
European  scenes,  mid-XVIII  century,  contemporary  stand 


Engravings,  Etchings  and  Prints 

Adam  and  Eve,  by  Rembrandt  (etching) 

Aux  Ambassadeurs,  by  Edgar  Degas  (etching  and  aquatint) 

Aux  Ambassadeurs:  Mile.  Becat,  by  Edgar  Degas  (lithograph) 

Cape  Town,  on  the  beach  near  the  Military  Hospital,  by  Day  and  Haghe, 

after  Thomas  Bowler  (lithograph  in  two  tints) 
Contre  Terre,  by  Germain  Richier  (etching) 

Craig  as  Hamlet,  Gordon,  by  Beggarstaff  Brothers  (William  Nicholson  and 

|ames  Pryde),  poster,  stencil 
Dauphin,  Le,  by  Raoul  Dufy  (woodcut)  (from  'Le  Bestiare  ou  Cortege 

d'Orphee',  by  Guillaume  Apollinaire) 
Death  of  Pandora  from  'Promethee',  by  Henry  Moore  (colour  lithograph) 
Design  for  a  chair,  from  'Vivantes  cendres  innomminees',  by  Giacometti 

(etching)  

Engraving,  dated  23.8.68,  by  Pablo  Picasso 

Grande  natura  morta  con  la  lampada  a  destra,  by  Giorgio  Morandi  (etching) 
Haunted  Castle,  The,  by  David  Hockney  (etching) 

Illustration  for  Robert  Ganzo's  poems  'Lespugue',  by  Zadkine  (etching)  .  . 
Illustration  for  a  series  of  poems,  'Les  lisieres  du  devinir',  by  Ubac  (etching) 
Illustration  from  'Dialogos  con  la  Piedra',  by  Balthazar  Lobo  (wood  en- 
graving) ..  . . 
Illustration  from  'Idea  e  Spazio',  by  Marino  Marini  (colour  aquatint) 
Illustration  from  Lucian's  'Dialogues  de  Samosate',  by  Henri  Laurens  (colour 
wood  engraving) 

Illustration  from  'Les  Olympiques',  by  Charles  Despiau  (sepia  lithograph) .  . 
Illustration  from  'Regnes',  by  Hajdu  ('estampille',  in  relief  and  printed 
uninked) 

Illustration  from  a  suite  to  a  special  copy  of 'La  Danse  du  Chateau',  by  Louis 

Chavignier  (copper  engraving) 
Illustration  from  a  suite  in  a  special  copy  of  Virgil's  'Les  Bucoliques',  by 

Lucile  Passavant  (woodcut) 
Lithograph,  by  Jean-Pierre  Vielfaure,  one  of  set  of  12 

Opening  of  the  Cape  Town  and  Wellington  Railway:  Arrival  of  the  first 
train  at  Wellington  Station,  by  Thomas  Bowler  (wood  engraving)  . 

Page  from  'Les  Dialogues  des  Courtisanes',  by  Aristide  Maillol  (lithograph) 
(colour  plate) 

Poster  advertising  The  Beggar's  Opera,  by  Claud  Lovat  Frascr  (colour  litho- 
graph)   


Furniture 

Armchair,  child's,  walnut,  Charles  II    .  . 

Armchair,  hall,  mahogany,  one  of  set  of  four,  Yorkshire,  late  XVIII  century 
Armchair,  hall,  mahogany,  William  Kent 
Armchair,  mahogany,  one  of  set  of  ten,  Chippendale 

Armoi  let  wood  with  gilt-bronze  enrichments,  doors,  enclosed  with 

sain        ving  mark  E  H  B,  Lo  .  Is  XIV  period 
Bookcase,  bre       ont  library,  mahogany,  chased  briss  glazing  bars,  inlaid 

satinwood,  v  ieorge  III 
Bureau  a  cyliudrc,  marquetry  and  ormolu,  Louis  XVI,  by  David  Roentgen  .  . 
Bureau  cabinet,  walnut  and  kingwood,  giltwood  carving,  ormolu  mounts, 

Scandinavian,      H-XVIII  century 
Cabinet,  china,    ;  Eugi        'olonna,  c.  1900 
Cabinet,  cream  la<  quer,  Engli  e 

stand 

Cabinet,  designed  by  Ernesi  Gini 
Exhibition,  1  89. 

.  R.  I  ■  ' naby 

;i  (pair  open  arm,  pair  chairs 
>y  '*.  •      de  Feure,  c.  1900 


rly  XVIII  century,  on  Regence  giltwood 
on,  Arts  and  Crafts  Exhibition  Society's 


Chair,  oak,  designed  by  ' 
Chair,  William  and  Mary, 
Chaise  for  a  sitting  room. 
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Chest,  oak,  inlaid  brown  ebony  and  ash,  designed  by  W.  R.  Lethaby  for 

Kenton  and  Company,  and  made  by  A.  Thorn 
Chest-of-drawers,  block-front,  cherrywood  with  white  pine,  New  England, 

Connecticut,  c.  1785 
Chest-of-drawers,  mahogany,  by  Jonathan  Gostelowe,  Philadelphia,  c.  i76o 
Commode  et  bonheur-du-jour,  marquetry  and  ormolu,  signed  by  A.  Nicolas, 

transitional  Louis  XV-Louis  XVI 
Commode,  mahogany  and  ormolu,  signed  by  Paul  Sormani,  Paris,  in 

manner  of  Jean  Francois  Leleu,  XlX-century  Louis  XVI-style 
Commode,  semi-eliptical,  marquetry,  Piedmontese,  c.  1800.  . 
Cupboard,  designed  by  W.  R.  Lethaby,  Arts  and  Crafts  Exhibition  Society's 

Exhibition,  1890  .. 
Cupboard,  hanging,  designed  by  A.  W.  Blomfield 
Flambeau  for  Art  Nouveau  Bing,  by  George  de  Feure,  c.  1900 
Ditto — detail,  base 
Pier  glass,  giltwood,  early  George  II 

Secretary,  Empire  style,  New  York  City,  possibly  Joseph  Meeks  and  Sons, 

c.  1825   

Secretary,  mahogany  and  harewood,  gilt  bronze  mounts,  c.  18 10  .  . 
Settee,  walnut,  Queen  Anne 

Sideboard,  oak,  designed  by  W.  R.  Lethaby  for  Melsetter  House,  c.  1900  . 
Sofa,  mahogany  with  damask  upholstery,  by  Thomas  Affleck,  Philadelphia, 

c-  1763     • 

Table,  library,  rosewood,  ormolu  enrichments,  Regency  period 

Table,  tea    carved  mahogany    American  Chippendale,  Townsend  and 

Goddard  School,  Newport,  Rhode  Island,  c.  1760 
Table,  writing,  mahogany,  gilt  brass  handles  and  Bramah  locks,  George  III 
Torchere,  decorated  in  gold  and  colours,  one  of  pair,  Venetian  Nubian, 

XVIII  century  


Glass 

Bowl,  Venetian,  designed  arid  made  by  Ercole  Barovier  in  1965  (colour 
plate) 

Candelabrum,  glass  and  ormolu,  one  of  pair,  from  the  Gatchina  Palace, 

St.  Petersburg,  Russian,  late  XVIII  century 
Candlestick,  lead  glass,  early  English 
Glass,  custard,  by  John  Davenport 
Goblet  with  cover,  white  glass,  decorated,  with  gilt  and  colour,  with  profile 

of  Emperor  Josef  II  of  Austria,  Bohemian,  c.  1785 
Jug,  by  John  Davenport 
Ditto — detail  of  decoration 
Liqueur  glass,  by  John  Davenport 
Ditto — detail  of  decoration 
Wine  glass,  by  John  Davenport.  . 


Jewels  and  Jewellery 

Belt  clasp,  gold,  by  Eugene  Colonna,  c.  1900-1905 
Cross,  from  conventual  church  of  St.  John  at  Malta,  XVIII  century 
Cross,  Knight's  of  Malta,  diamond,  used  as  finial  for  outer  reliquary  of  hand 
of  St.  John  Baptist 

Crosses,  from  conventual  church  of  St.  John  at  Malta,  2,  late  XV  century 
Morse  of  Grand  Master  Carretto  (1503-13),  from  conventual  church  of 
St.  John  at  Malta 

Morse  of  Grand  Master  de  Pins  (1354-65),  from  conventual  church  of  St. 
John  at  Malta 

Necklace,  silver,  set  with  rose  cut  diamonds  in  a  closed  setting,  made  in 

Holland  c.  1770  .. 
Pendant  by  Marcel  Bing,  c.  1900-1905 
Pendant,  gold,  Gotland,  V  century 

Pendant,  gold  with  black  and  white  enamels,  traces  of  blue  and  white, 

carrying  a  large  pearl  and  a  ruby,  renaissance 
Ring,  from  conventual  church  of  St.  John  at  Malta,  late  XV  century 
Ring,  from  conventual  church  of  St.  John  at  Malta,  c.  1700 
Ring,  from  conventual  church  of  St.  John  at  Malta,  1755 

Medals  and  Coins 

Medal,  by  Jean  Varin,  bust  of  Louis  XIV  in  antique  armour,  obverse 
Ditto — reverse 


Metalwork 

Candlestick,  chamber,  gilt-bronze,  one  of  pair,  bearing  stamp  of  the  Chate 

de  Raincy,  Louis  XVI  period 
Chandelier,  brass,  Dutch,  late  XVII  century 
Crescent  hinge,  wrought  ironwork,  Burford,  Kent 
Crescent  hinge,  wrought  ironwork,  Earls  Croome,  Worcestershire 
Crescent  hinge,  wrought  ironwork,  Hartley,  Kent 
Crescent  hinge,  wrought  ironwork,  Margaret  Roding,  Essex 
Crescent  hinge,  wrought  ironwork,  Old  Woking,  Surrey  .  . 
Crescent  hinge,  wrought  ironwork,  Peterborough  Cathedral 
Crescent  hinge,  wrought  ironwork,  Peterchurch,  Herefordshire 
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[etalwork — continued  PAGE 

rescent  hinge,  wrought  ironwork,  Quidcnham,  Norfolk  .  .        .  .  .  .  29 

rescent  hinge,  wrought  ironwork,  Sparsholt,  Berkshire     .  .        .  .  .  .  26 

rescent  hinge,  wrought  ironwork,  Stoke  Orchard,  Gloucestershire  .  .  31 

irescent  hinge,  wrought  ironwork,  Willingale  Spain,  Essex          ..  ..  30 

llitto — detail                 .  .        .  .                                     .  .        .  .  .  .  30 

,  |inge,  wrought-iron,  Durham  Cathedral,  north  door        .  .        .  .  .  .  no 

[kitto — detail       ..        ..        ..        ..        ..        ..        ..        ..  ..no 

t|inge,  wrought-iron,  Little  Horinead,  Hertfordshire          .  .        .  .  .  .  108 

, linge,  wrought-iron.  Old  Woking,  Surrey   .  .        .  .        .  .        . .  112 

,  inge,  wrought-iron,  St.  Albans,  Abbey  Door        ..        ..        ..  10S 

Ljitto — detail        ..        ..        ..        ..        ..        ..  .109 

, (inge,  wrought-iron,  Staplehurst,  Kent         ..        ..        ..        ..  m 

Lboon,  latten,  knop  acorn,  XVI  century        .  .        .  .        .  .  .  .  256 

,iooon,  latten,  knop  apostle,  no  emblem,  posture  suggests  St.  Philip,  first 

half  XVII  century          ..        ..        ..        ..        ..        ..  ..  257 

jooon,  latten,  knop  gauntlet  seal,  1600-1680  .  .        .  .        .  .        .  .  .  .  257 

■boon,  latten,  knop  Lion  Sejant,  c.  1580        ..       ..       ..       ..  ..  256 

iiooon,  latten,  knop  strawberry,  late  XVII  century    .  .        . .  257 

Bpoon,  latten,  knop  writhen  ball,  <\  1580       ..        ..        ..        ..  ..  256 

ii  )oon,  latten,  rocket  knopped,  c.  1400.  .        .  .        .  .        .  .        .  .  .  .  254 

lijoon,  latten,  round  bowl,  XIII  century        .  .        .  .        .  .        .  .  .  .  255 

k  )oon,  latten,  typical  XIV  century                ..        ..        ..        ..  255 

kitto — detail  of  knop     ..        ..        ..        ..        ..        ..        ..  ..  255 

iwoons,  latten,  knop  simple  seal,  2,  c.  1570     .  .        .  .        .  .        .  .  .  .  256 

li  )oons,  latten,  sketches,  9,  showing  progression  of  development,  XIII  to 

XVIII  centuries    .  .        .  .        .  .        . .        .  .        .  .        .  .  .  .  254 

|;,50ons,  latten  sketches,  1  1,  showing  progression  ofTrifid  to  modern  design 

handle,  c.  1660-c  1710    ..        ..        ..        ..        ..        ..  ..  257 

iniatures 

ftrtrait  of  George  Clifford,  3rd  Earl  of  Cumberland  by  Nicholas  Hilliard  5 

Brtrait  of  a  lady,  by  Hans  Holbein  the  younger      .  .        .  .        .  .  .  .  41 

miscellaneous 

1  jroup  of  hatboxes:  'Raiding  the  Icebox  I,  with  Andy  Warhol'  .  .  226 

I  l.otor  car,  Lancia  D  50.  1954    .  .                  .  .        . .        .  .        .  .  .  .  266 

motograph  of  Carl  Weis  working  in  a  studio  at  St.  Katherine's  Dock  .  .  121 

j.osaic 

•  arble  mosaic,  by  Hans  Unger  and  Eberhard  Schulze        .  .        .  .  .  .  [96 

usical  Instrument 

tlarpsichord,  two-manual,  Flemish,  by  Hans  the  Younger,  otherwise  Jean 

Ruchers,  1642.  painted  c.  1690  perhaps  by  Pieter  van  der  Werff  .  .  192 


etsuke 

;uba,  kinko  work,  signed  by  Gyokuseido  Haruo,  Japanese,  XIX  century  11s 
lintings  and  Drawings 


klbstract  composition  II,  by  Percy  Wyndham-Lewis,  pencil  and  watercolour  44 

J  (cross  the  river,  by  David  Murray      .  .        .  .        . .        .  .        .  .  . .  42 

I  doration  of  the  Shepherds,  by  Bcrnado  Strozzi      .  .        . .        .  .  .  .  70 

»ipproaching  Storm:  Beach  near  Newport  by  Martin  J.  Heade     .  .  71 

8 jicchante,  by  Auguste  Rodin,  watercolour    ..        ..        ..        ..  ..  271 

;  iinquet  of  Antony  and  Cleopatra,  by  Jan  de  Bray  ..        ..        ..  123 

I:  shop    Berkeley's   house,   Newport,   Rhode   Island,   by  Worthington 

Whittredge,  pencil  on  paper     .  .        .  .        . .        .  .        .  .  .  .  149 

iianjour  Monsieur  Gauguin,  by  Paul  Gauguin          ..        ..        ..  ..  ii<> 

•  lards  de  la  Seine,  by  Stanislas  Lepine  .  .        .  .                  .  .  258 

1  puteille  de  rhum,  La,  by  Pablo  Picasso                  ..        ..        ..  [93 

Branches  and  Foliage,  by  Alexander  Nasmyth,  wash  and  body  colour  .  .  98 

I  imps  Bay,  1848,  by  Thomas  Bowler,  watercolour  .  .        ..        ..  [69 

I'rpe  Malay,  A,  by  Thomas  Bowler,  pencil  on  yellow  paper  .  .  43 

",  |-'rbus,  by  Larry  Zox,  acrylic  on  canvas        .  .        .  .        .  .        .  .  .151 

||ercs,  by  Edward  Coley  Burne-Jones  .  .        .  .        .  .        .  .  .  .  1  K> 

ilharette,  La,  by  Jean-Francois  Millet,  black  chalk  and  pencil,  w  ith  sciaper- 

work  and  stumping        .  .        .  .        .  .        .  .        .  .  .  .  47 

i  hartres,  by  Barnett  Newman,  acrylic  on  canvas               ..        ..  1  s  1 

Ihurch  interior  with  grave  diggers,  by  Cornelis  de  Man     .  .  .  .  273 

!  Ilassical  Ruins,  by  Hubert  Robert      ..        ..        ..        ..        ..  147 

oach  passing  through  Chippenham,  A,  by  Samuel  Howitt  pen  and  grey 

ink  and  watercolour                                                       .  .  .  .  41 

I  iolonial  Cubism,  by  Stuart  Davis  (colour  plate)       .  .        .  .        .  .  .  .  281 

awning,  by  Roy  Lichtcnstein,  oil  and  magna  on  canvas    .  .        .  .  .  .  73 

-Jick  Tracey,  by  Andy  Warhol,  casein  on  canvas      .  .        .  .        .  .  .  .  285 


Paintings  and  Drawings — continual  pagi 

Doctor  Rochecliffe  performing  divine  in  the  cottage  of  Joceline  Joliffe  at 

Woodstock,  by  William  Holnian  Hunt         . .        .  .        .  .        .  .  43 

Dog,  by  Francis  Bacon             .  .        . .        . .        . .        .  .        . .  269 

Easter  Monday,  by  Willem  De  Kooning,  oil  and  newspaper  transfer  on 

canvas       . .        .  .        . .        . .        .  .        .  .        .  .        .  .        . .  282 

Escalier,  Algers,  c.  1882,  L',  by  Pierre  Auguste  Renoir        .  .        .  .        . .  267 

Etretat,  by  Gustave  Courbet      .  .        .  .        .  .        .  .        .  .        .  .        . .  38 

Expansive  Landscape  with  River,  by  Joachim  Buekelaer     ..        ..        ..  261 

Extensive  landscape  with  shepherds  and  sheep,  by  Aelbert  Cuyp  268 

Factum  I,  by  Robert  Rauschenberg,  combine  painting  (colour  plate)        .  .  281 

Falls  of  the  Tequedama  near  Bogota,  by  Frederick  Church  .  .        .  .        . .  259 

Femme  a  la  chaise  longue,  by  Paul  Klee         .  .        .  .        .  .        .  .        .  .  114 

Fields  and  river,  by  W.  G.  Gillies        .  .        .  .        .  .        .  .        .  .        .  .  273 

Figures  amongst  Roman  ruins,  by  Francesco  Guardi.  .        .  .        .  .        .  .  259 

Fisherfolk  with  their  boats  at  low  tide,  by  Jacob  Maris       .  .        .  .        .  .  191 

Flag,  by  Jasper  Johns,  pencil  and  graphite  wash  on  paper     ..        ..        ..  284 

Flemish  Proverbs,  The,  by  Peter  Brughel  the  Younger       .  .        .  .        .  .  260 

Fleurs  d'Automne,  Les,  by  Alfred  Stevens      .  .        . .        .  .        .  .        .  .  264 

Flight  into  Egypt,  The,  by  Jacopo  da  Ponta,  11  Bassano       .  .        .  .        .  .  191 

Flower  Piece,  A,  by  Christoffel  van  den  Berghe       .  .        .  .        .  .  270 

Flowers  in  a  glass  beaker,  by  Balthasar  van  der  Ast  .  .        .  .        .  .        .  .  259 

Flowers  on  Table  Top — still  life,  by  Arthur  Carles    .  .        .  .        .  .  136 

France,  La,  by  Henri  Matisse     .  .        .  .        .  .        .  .        . .        .  .  ..117 

Frozen  river  scene  with  figures  skating,  by  Eugene  J.  Verboeckhoven  and 

Louis  P.  Verwee  .  .        .  .        . .        . .        .  .        .  .        .  .        .  .  267 

Fruit  bowl,  by  Morton  Livingston  Shamberg,  pencil           ..        ..         ..  135 

Gloriamundi,  by  Hans  Hofman  (colour  plate)          ..        ..        ..        ..  281 

Golding  Constable's  Kitchen  Garden,  by  John  Constable     ..        ..        ..  274 

Hagmatana  II,  by  Frank  Stella,  acrylic  on  canvas                .  .                  .  .  28£ 

Hall  of  a  Palace,  The,  by  Vincenzo  Dal  Re,  pen  and  black  ink  and  grey  wash, 

over  black  chalk  .  .        .  .        .  .        .  .        .  .        .  .        .  .  193 

Helvoetsluys — the  City  of  Utrecht,  a  64  going  to  sea,  1832,  by  J.  M.  W. 

Turner      .  .        .  .        . .        .  .        . .        . .        .  .        . .  193 

Heme  Bay;  boats  off  shore,  by  Mary  Smirke,  watercolour  over  pen  and  ink  46 

Home  by  the  Sea-Side,  A,  by  Worthington  Whittredge     .  .        . .        .  .  148 

Horse  and  rider  falling,  by  Titian,  black  chalk  on  discoloured  grey  paper  .  .  197 

Icon,  Russian,  Moscow  School,  late  XVI  century              .  .        .  .  117 

Interior  of  the  church  at  Utrecht,  by  Pieter  Saenredam       . .        . .        . .  189 

Jacob  and  the  Angel,  by  Benjamin  West                 .  .        .  .        . .        .  .  39 

Jan  Six  at  Ijmond,  by  Rembrandt,  wash  drawing     .  .        .  .        .  .        .  .  265 

Jetee  du  port  du  Havre,  par  mauvais  temps.  La  by  Claude  Monet.  .        .  .  269 

Jeune  Mere,  La,  by  Henri-Pierre  Danloux  (colour  plate)      .  .  February  cover 

Landscape,  by  Ni  Tsan,  ink  on  paper  .  .        .  .        .  .        .  .        .  .        .  .  227 

Landscape  with  the  Rest  on  the  Flight  into  Egypt,  by  Marco  Ricci         .  .  70 

Landscape  with  River  and  Hills,  by  John  Collins      ..                 ..        ..  20 

Last  Supper,  The,  by  Giovanni  Battista  Ricci  da  Novara,  pen,  brown  ink 

and  brown  wash  .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  270 

Lecture,  La,  by  Gabriel  Ferrier  .  .        . .        .  .        . .        .  .        .  .        .  .  39 

Loch  Katrine,  by  Alexander  Nasmyth  .  .        .  .        .  .        .  .        .  .        .  .  97 

Ditto — detail  showing  classical  temple  .  .        .  .        .  .        .  .        .  .        .  .  97 

London  Church,  by  Robert  Bevan      .  .        .  .        . .        .  .        .  .        .  .  194 

Lovely  day  for  a  Guinness,  A,  by  John  Gilroy,  study  for  a  poster   ..        ..  122 

Magnolia  GrandiHora,  by  Martin  J.  Heade,  oil  on  velvet  .  .  72 
Malay  man  and  woman  washing,  by  Thomas  Bowler,  watercolour  011 

brown  paper        .  .        .  .        . .        .  .        .  .        .  .        .  .        .  .  166 

Mansions  of  the  moon.  The,  by  Robert  Bates,  watercolour          .  .  4'> 

Mediate  toleree,  La,  by  Alfred  Stevens          .  .        .  .        .  .        .  .         .  .  263 

Mercury  and  Psyche,  by  Raphael,  red  chalk,  over  indications  with  the  stylus  298 
Moonlight  voyage:  flying  against  Germany,  1940,  by  Paul  Nash,  water- 
colour  and  pencil  .  .        .  .        .  .        .  .        . .        .  .  271 

Mother  and  Child,  by  Milton  Avery    .  .        .  .        .  .        .  .         .  .         .  .  285 

Mother  and  Daughter  of  the  Chase  Family  of  Deerfield,  N.H.,  attributed  to 

J.  Evans     .  .        .  .        .  .        . .        .  .        .  .        .  .        .  .        . .  70 

Narcissus,  by  Giovanni  Battista  Caracciolo     .  .        .  .        .  .        .  .  225 

Nonsense  drawing,  by  Edward  Lear,  pen  and  ink,  from  collection  of  more 

than  120              .  .        .  .        . .        .  .        .  .        . .        .  .        .  .  269 

Off  guard,  by  Andrew  Brighton         ..        ..        ..        ..        ..        ..  32 

Old  Wynberg  Church,  by  Thomas  Bowler,  pencil,  with  Chinese  white  on 

brown  paper        ..        ..        ..        ..        ..        ..        ..  ..168 

Painting  on  glass,  by  Nikolaus  Michael  Spengler  ..  ..261 

Pamplemouses,  Mauritius,  1866,  by  Thomas  Bowler,  watercolour.  .  164 

Panel  from  Pavilion  d'Art  Nouveau,  c.  1900,  by  George  de  Feme  .  .        .  .  61 

Panels  of  female  figures  tor  King's  Pavilion  d'Art  Nouveau,  by  George  tie 

Feure    64 

Pare  Rosenberg,  by  Willem  De  Kooning 

Phaeton,  by  Richard  Wilson               ..         ..        ..        ..        ..        ..  19 

Pole,  by  Ellsworth  Kelly   137 

Portrait  and  a  dream,  by  Jackson  Pollock,  enamel  011  canvas         .  .        .  .  279 

Portrait  of  Catherine  Etty,  the  artist's  niece,  by  William  Etty  269 
Portrait  of  an  ecclesiastic,  by  Dumonstier,  drawing  ..  ..113 
Portrait  of  Edward  Sackville,  4th  Earl  of  Dorset,  attributed  to  William 

Lark  in  (colour  plate)       .  .        .  .        .  .        .  .        .  .  -2 

Portrait  of  Elizabeth  Sedley,  by  Francis  Cotes  ..  .192 

Portrait  of  Frances  Brandon,  Duchess  of  Suffolk  and  Adrian  Stokes,  by 

Hans  I'Avortli                  .  .         .  .        .  .        .  .        .  .        .  .         .  .  1 

Portrait  of  a  Gentleman,  by  Gerard  Terborch  ..  ..  ..261 

Portrait  of  Henry  Howard,  Earl  of  Surrey,  by  William  Soots       .  .         .  .  3 
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Paintings  and  Drawings  continued 

Portrait  of  Henry,  Prince  of  Wales,  attributed  to  Isaac  Oliver 
Portrait  of  Her  Majesty  Queen  Elizabeth  II,  by  Pietro  Annigoni 
Portrait  ot  a  lady,  flemish  School,  XV  century 
I'ortr.iit  of  Lady  St.  John  Bletsoe,  attributed  to  William  Larkin 
Poi  trait  of  Lucien  Bonaparte,  by  Jean-Auguste-Dominique  Ingres  pencil 
on  white  paper 

Portrait  of  Margaret  Palmer  Kellogg,  by  Frederick  R.  Spencer 
Portrait  of  Mark  Rothko,  by  Milton  Avery 
Portrait  of  Mary  Rebecca  Clark,  by  Martin  J.  Heade 
Portrait  of  Miss  Theodosia  Magill,  by  Sir  Joshua  Reynolds.  . 
Portrait  of  Napoleon  Bonaparte,  by  Andrea  Appiani 

Portrait  of  Napoleon  in  Coronation  Robes,  attributed  to  Baron  Francois- 

Pascal-Simon  Gerard 
I'ortr.iit  of  an  old  man,  said  to  be  Harmen  Gerritsz  van  Rijn,  by  Rembrandt 
Portrait  of  Pauline- Virginie  Ono,  by  Jean-Francois  Millet 
Portrait  of  Queen  Elizabeth  I  (the  Ditchley  portrait),  by  Marcus  Cheeraerts 

the  Younger 

Portrait  of  the  Rev.  John  Basset  Collins,  his  wife  Elizabeth  and  son  Francis 

by  William  Williams 
Portrait  of  Robert  Burns,  by  Alexander  Nasmyth 

Portrait  of  Robert  Devereux,  2nd  Earl  of  Essex,  by  Marcus  Cheeraerts  the 
Younger 

Portrait  of  Saskia,  by  Ferdinand  Bol 

Portrait  of  Sir  Peter  Francis  Bourgeois  R.A.  and  the  picture  dealer  Noel 

Desenfans,  by  Paul  Sandby,  watercolour 
Portrait  of  Sir  William  Hamilton,  K.B.,  by  David  Allan 
Ditto — detail  of  vase 

Portrait  of  Sir  William  Hamilton,  K.B.,  studio  of  Sir  Joshua  Reynolds 
Portrait  of  Sir  William  Pope,  1st  Earl  of  Downe,  attributed  to  Robert  Peake 
the  Elder 

Portrait  of  Sitting  Bull,  the  Sioux  chief,  by  Frederick  Arthur  Verner,  water- 
colour 

Portrait  of  Unknown  Girl,  aged  Twenty,  by  John  Bettes  the  Younger 

Portrait  ot  unknown  lady  in  fancy  dress,  by  Marcus  Cheeraerts  the  Younger 

Portrait  of  a  Venetian  Nobleman,  by  Titian  .. 

Portrait  of  Washington  Irving,  by  Frederick  R.  Spencer 

Portrait  of  William  Jackson  of  Exeter,  by  John  Downman 

Portrait  of  a  Young  Man,  believed  to  be  Giovanni  di  Pierfrancesco 

de'Medici,  by  Sandro  Botticelli . . 
Portraits  of  a  young  army  officer  and  his  wife,  pair,  American  School, 

XIX  century 
Presenting  a  Pot,  by  Arthur  Boyd 
Priam,  by  John  Frederick  Herring,  Sr..  . 

Procession  and  Triumphal  Arch,  Adderley  Street,  Cape  Town,  25th  July, 

1 S60,  by  Thomas  Bowler,  sepia  wash  on  brown  paper 
Rape  of  the  Sabine  women.  The,  by  Peter  Paul  Rubens 
Reclining  Nude,  by  William  De  Kooning,  pencil  on  paper 
Rccolte,  La,  by  Berthe  Hess 

Rev.  I.  Levett  and  his  favourite  dogs,  cock  shooting,  The,  by  James  Ward 
River  scene,  by  Jan  van  Goyen 

Rocky  Wooded  Landscape,  by  Alexander  Nasmyth .  . 

St.  Peter  and  an  Angel  appear  in  Prison  to  St.  Agatha,  by  Alessandro  Tarchi 
Scene  from  the  life  of  Aaron,  by  Benjamin  West 
Self-portrait,  by  Christiaen  van  Couwenbergh 
Self-portrait,  by  David  Allen 

She,  1958-61,  by  Richard  Hamilton,  oil  cellulose  collage  on  panel.  . 
Shepherd  Asleep,  Under  a  Tree,  A,  by  Parmigianino,  pen  and  brown  ink.  . 
Sketch  of  a  dragon  vase,  by  Llewellyn  Jewitt .  . 

Standing  figures  with  rock  background,  by  Henry  Moore,  coloured  crayons 

with  pen  and  black  ink 
Still  lite  of  fruit  with  a  white  cockatoo,  by  William  Duffield 
Still  lite  with  fish  on  a  stone  ledge,  by  Harmen  van  Steenwyck 
Susanna  and  the  Elders,  by  Giuseppe  Bartolomeo  Chiari 
Suzanne  in  deck  chair,  by  Christopher  Deakin 
Table  Bay  from  Blouberg,  1862,  by  Thomas  Bowler,  watercolour 
r.cble  Bay  from  the  Breakwater,  1866,  by  Thomas  Bowler,  watercolour.  . 
Table  Bay,  17th  May,  1865,  by  Thomas  Bowler,  watercolour 
Taylor  Children,  The,  by  Ralph  Earl 
Temptation  of  Eve,  The,  by  Hans  Baldung 
Temptation  of  St.  Anthony,  The,  by  Jan  Mostaert 
Third  Beach,  Newport,  by  Worthington  Whittredge 
Toilette,  La,  by  Charles  Baugniet 

Toll,  Sir  !  <uvry's  Pass,  Cape  of  Good  Hope,  1852,  by  Thomas  Bowler, 
>ur 

Touch  Me  No-  by  Tintoretto  .  .        .  .  .  .   

Tous  les  Bonnes  .  by  Alfred  Stevens 

Tring,  Hertfordshire,  by  Thomas  Bowler,  watercolour 

Trout  Brook  in  the  Catskills,  by  Worthington  Whittredge.  . 

Twilight,  Salt  Marshc: .  by  Martin  J.  Heade,  charcoal  and  coloured  chalks  on 

PPcr  . .   

U.S.  Ship  Franklin  Firing  at  a  Corsair,  by  unknown  artist,  c.  1820 
Untitled,  1964,  by  Lui  Shoti  Kwan,  ink  and  colour  on  paper 
View  in  a  Dutch  Town,  by  Willcm  Koekkoek 
View  to  the  west  of  Edinburgh  by  moonlight,  by  Sebastian  Pether 
Ville  endormic,  La,  by  Paul  Delvaux 

Virgin  and  Child  with  the  Infant  St.  John,  The,  by  Albrecht  Diirer,  pen  and 
brown  ink 
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Water  Lily,  by  Ellsworth  Kelly,  pencil  on  paper 
Water-mill,  by  Hendrik  de  Meijer 
Watermill,  The,  by  Meindert  Hobbema 
Waterside  Tree,  by  Alexander  Nasmyth,  pencil 

Wellington  Station,  Cape  of  Good  Hope,  4th  November,  1863,  by  Thomas 

Bowler,  watercolour  (colour  plate) 
West  Loch,  Tarbet,  looking  north,  by  Alexander  Nasmyth.  . 
Winnie  the  Pooh  and  Piglet,  by  Ernest  H.  Shepard,  drawing 
Winter  Scene  on  Ice,  by  Hendrick  Averkamp 

Woman,  by  Willem  De  Kooning,  oil,  enamel  and  charcoal  on  canvas 
Wooded  Landscape  with  Farm  Cart,  Figures  and  Cottage,  attributed  to 

William  Jackson,  watercolour,  varnished 
Wooded  Landscape  with  Farmboy  on  a  Horse  and  Woodman,  by  Thomas 

Gainsborough 

Wooded  Landscape  with  Figures  and  Cattle,  attributed  to  William  Jackson 

Wooded  Landscape  with  Figures  and  Cattle,  by  Thomas  Gainsborough, 
watercolour  and  oil,  varnished 

Wooded  Landscape  with  Figures  and  Distant  Village,  by  Thomas  Gains- 
borough, pen  and  grey  washes,  varnished 

Wooded  Landscape  with  Figures  and  Goats,  by  William  Jackson 

Wooded  Landscape  with  Herdsman  and  Cattle,  by  Thomas  Gainsborough, 
black  chalk  and  watercolour,  heightened  with  white,  varnished 

Wooded  Landscape  with  Rustic  Lovers,  attributed  to  William  Jackson   .  . 

Wooded  Landscape  with  Women  Riding  to  Market  and  Cows,  attributed 
to  William  Jackson,  pencil  and  watercolour  .. 

Yellow  and  Green  Brush-strokes,  by  Roy  Lichtenstein,  oil  and  magna  on 


Pewter 

Chalice  and  paten,  probably  Maryland  area,  second  half  XVII  century,  with 
unidentified  maker's  mark  RI,  no  gilding,  used  by  Catholic  mission 
in  Maryland 

Ditto — detail  of  mark 

Spoon,  knopped,  lion  guardant,  XV  century 
Tankard,  peg,  engraved,  German,  mid  XVII  century 


Pottery  and  Porcelain 

Cachcpots,  pair,  painted  in  enamel-colours,  mark,  crossed  L's  in  blue  enamel 

on  both  pieces,  Vincennes,  c.  1750 
Candelabrum,  ormolu  mdgros  bleu  de  roi  porcelain,  one  of  pair,  Louis  XVI 
Caudle-pot,  or  'groaning-pot'.  chinoiserie  decoration  chiefly  in  manganese 

Bristol  delft,  c.  1760 
Chimney  ornament  commemorating  the  'Red  Barn  Murder'  of  1827,  with 

figures  of  W.  Corder  and  Maria  Marten,  Staffordshire,  1827/28 
Chimney  ornaments,  the  Sailor's  Farewell,  and  Return,  pair,  Staffordshire 

c.  1790  (colour  plate) 
Condiment  set,  Vienna  du  Paquier,  c.  1730-40 

Cup  and  saucer,  hard-paste  porcelain,  painted  in  colours  and  gilt,  mark, 
F.A.S.  1791  in  red  enamel  on  both  pieces,  Paris  factory,  perhaps 
painted  by  an  outside  decorator,  1 791  .. 

Cup  and  saucer,  painted  in  enamel-colours,  the  borders  in  pink  and  apple- 
green  edged  with  gold,  marks,  crossed  L's  enclosing  the  date-letter 
H,  and  N  for  the  painter  Francois-Joseph  Aloncle,  Sevres,  1760 

Cup  and  saucer,  painted  in  enamel-colours,  dark  blue  border  marbled  with 
gold,  mark,  floriated  crossed  L's  in  underglaze-blue  on  both  pieces, 
Vincennes,  c.  1750 

Cup  and  saucer,  painted  in  enamel-colours  with  mark  D\  '  incised  on  both 

pieces,  Mennecy,  middle  of  XVIII  century 
Cup,  two-handled,  enamel-painted  decoration,  probably  Leeds  Pottery,  1812 
Dish,  leaf,  silver-lustre  decoration,  yellow-glazed  earthenware,  possibly 

Leeds  Pottery,  c.  18 10  (colour  plate) 
Dish,  pottery,  painted  in  copper  lustre,  Egyptian  XII  century 
Dish,  red  earthenware  with  agraffito  decoration,  Pennsylvania-German, 

c  1785   

Dishes,  fruit,  with  portrait  of  William  and  Mary,  2,  Lambeth  delft-ware, 
c.  1690  (colour  plate) 

Ecuelle  and  stand,  soft-paste  porcelain  painted  in  enamel-colours  in  panels 
reserved  on  dark-blue  ground,  and  gilt,  mark,  crossed  swords  with 
crosses  in  the  angles,  in  gold  on  both  pieces,  D  incised  on  stand, 
probably  painted  by  Henri-Joseph  Duvivier,  Tournay,  c.  1765 

Ewer,  blue-glazed  pottery,  Chinese,  T'ang  dynasty 

Figure  of  Chinese  girl  dancer,  unglazed  whitish  earthenware  with  traces  of 

coloured  pigments,  T'ang  dynasty,  VII  century 
Figure  of  Field-Marshal  Conway,  a  supporter  of  Wilkes,  Chelsea  porcelain, 

c.  1770 

Figure  of  girl  carrying  a  bird,  green  enamelled  pottery,  Chinese,  T'ang 
Figure  of  horse,  Whieldon 

Figure  of  Thames  waterman  wearing  the  Doggett  coat  and  badge,  coloured 
and  gilt,  Bow 

Figures  of  lions,  pair,  yellow-glazed  earthenware,  possibly  Swansea,  early 
XIX  century 

Figures  of  stag  and  doe,  pair,  mounted  in  ormolu  and  decorated  by  William 
Duesbury,  Derby 
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F  :tery  and  Porcelain — continual  page 

F  anient  of  black  basalt,  Rockingham,  motto  on  relief  star  reads  Juucta 

W    in  U   173 

F  gment  of  child's  earthenware  bowl,  Rockingham,  underglaze  blue  print, 

'Bo-Peep'  ..        ..  ..        ..        ..  ..172 

Fgmcnt  of  earthenware  soap  dish  lid,  Rockingham,  underglaze  blue  print, 

'boy  fishing'        ..        ..        ..        ..        ..        ..        ..  ..172 

pigment  of  egg  cup,  porcelain,  Rockingham  ..        ..        ..        ..  175 

Figment  of  inkpot  or  small  measure,  porcelain,  Rockingham,  printed  with 

Llandeg's  blackberry  pattern     ..        ..        ..        ..        ..  ..175 

Figment  of  white  'dairy-type'  earthenware  candle-snuffer,  Rockingham.  .  173 
Figment  of  white  'dairy-type'  earthenware  feeding-boat  (?)  Rockingham  173 
Fjgments,  cream-coloured  earthenware,  7,  Rockingham,  'Leeds-type'  i-s 
figments  of  finials,  8,  2  earthenware,  6  glazed  porcelain,  Rockingham     .  .  174 
fi  gments  of  teapot  spout,  porcelain,  Rockingham  ..        ..        ..        ..  175 

F  gments  ot  teaware  handle  shapes,  7,  earthenware  and  porcelain,  Rocking- 
1.     ham  174 
[  iup,  arbour,  of  gentleman  courting  a  lady,  tortoiseshell-ware,  c.  1740  .  .  12 
£  >up  of  bull  attacked  by  two  dogs,  probably  by  Obadiah  Sherratt,  Stafford- 
shire, c.  1810-1820  ..        ..        ..        ..        ..        ..        ..  16 

f  iup,  Clio,  Muse  of  History,  after  Boucher,  one  of  pair  of  early  Derby 

porcelain  groups  .  .        .  .        . .        .  .        .  .        .  .        .  .        .  .  260 

[  iup,  lovers  seated  beneath  a  tree,  white  salt-glaze  of  the  1730s  .  .        .  .  12 

[  >up  of  mice  catchers,  modelled  by  Guiseppe  Gricci,  Capo-di-Monte 

(Carlo  III),  impressed  fleur-de-lis  mark  in  a  circle  .  .  .  .  43 
[  >up  showing  Mr.  Hector  Munro  being  carried  off  by  a  tiger,  probably 

by  Obadiah  Sherratt,  c.  1800-1810       .  .        .  .        .  .        . .        .  .  16 

£  >up  of  tea  party,  Obadiah  Sherratt  pottery  ..        ..        ..        ..  42 

£  iups  of  horses  and  grooms,  pair,  Meissen  porcelain  and  Louis  XV  ormolu, 

c  1753       •  •      43 

I  -pot,  cover  and  spoon,  painted  in  enamel-colours  and  gilt,  marks,  crossed 

L's  enclosing  the  date-letter  M,  and  a  sign  like  a  crotchet,  perhaps  for 

the  painter  Cardin,  Sevres,  1765  .  .        . .        .  .        .  .        .  .  83 

I  tobacco,  porcelain,  Doccia  (colour  plate)  ..  ..        ..  March  cover 

m,   covered,   enamel-painted   decoration,    yell' > v.  -glazed  earthenware, 

Rockingham  Pottery,  c.  1825    .  .        .  .        .  .        .  .        .  .        . .  206 

Ii  oil,  pottery,  green-glazed,  English  XIV  century .  .        ..        ..        ..  269 

U,  painted  in  enamel-colours  in  Kakiemon  style,  Chantilly,  2nd  quarter 

XVIII  century  (colour  plate)      .  .        .  .        .  .        . .        .  .        .  .  78 

|ii,  printed  with  'Bonaparte  and  the  Quaker',  by  T.  Harley  of  Lane  End, 

I  1803  16 
hi,  printed  with  'Boney  in  his  new  clothes',  by  T.  Harley  of  Lane  End, 

c.  1804  .  .        . .  .  .        .  .        .  .  16 

m,  silver  resist  decoration,  yellow-glazed  earthenware,  early  XIX  century  210 
■I,  silver-lustre  decoration,  probably  Thomas  Harley's  Pottery,  Lane  End, 

II  c.  1802-08  ..  ..131 
m,  transter-printed  and  enamel-painted  decoration,  probably  Garrison 

Pottery,  Sunderland,  c.  18 15      ..        ..        ..        ..        ..        ..  130 

W,  transter-printed  decoration,  probably  Cambrian  Pottery,  Swansea, 

c.  1825   •   128 

I  ring-cup,  porcelain,  Pinxton,  painted  with  view  of  the  factory  (colour 

I     plate)  11 

^rk,  Rockingham,  unrecorded,  impressed  m  cane-coloured  glazed  kitchen 

ware,  Fireprooj f/  Brameld  /  Deep  Mine  /  Improved     ..        ..        ..  176 

Mrk,  Rockingham,  unrecorded,  on  underglaze  blue  printed  earthenware 

fragment,  (Ch)ina  Sketches  (?)    ..        ..        ..        ..        ..        ..  176 

¥  dallion,  transfer-printed  decoration,  yellow-glazed  earthenware,  prob- 
ably The  Herculaneum  Pottery,  Liverpool,  c.  1800    .  .        .  .        .  .  204 

linteith  for  cooling  wine-glasses,  painted  mi  enamel-colours  and  gilt,  marks, 

crossed  L's  enclosing  the  date-letter  ii,  and  FB,  in  puce  enamel,  and 

2000  in  gold,  for  the  gilder  Vincent,  Sevres,  1786     .  .        .  .        .  .  83 

^lg,  enamel-painted  decoration,  yellow-glazed  earthenware,  c.  1 825  (colour 

I     plate)  205 

1kg,  silver-stencil  lustre  and  enamel-painted  decoration,  yellow-glazed 

earthenware,  early  XIX  century  . .        . .        . .        .  .        .  .  209 

♦fg,  transfer  print  after  Thomas  Bewick,  yellow-glazed  earthenware, 

early  XIX  century  .  .        .  .        .  .  .  .        .  .  206 

♦ig,  transter-printed  decoration  after  Robert  Hancock,  probably  Herculan- 

»l     cum  Pottery,  Liverpool,  c.  1800  ..       ..  132 

Hpshow  group,  porcelain,  crowned  Carl  Theodore  mark  in  underglaze 

blue,  Frankenthal .  .         . .        .  .        . .        .  .  .  .        .  .  267 

Jj^uc,  wall,  enamel-painted  decoration,  yellow -glazed  earthenware,  early 

XIX  century        .  .        .  .  .  .  .  .  207 

Wkc,  from  a  Davenport  botanical  dessert  service  of  43  pieces  each  painted 

with  a  different  flowering  plant.  .        ..        ..        ..        ..        ••  -M 

He,  painted  in  blue  enamel,  mark,  crossed  L's  enclosing  the  date-letter  r, 

in  blue  enamel,  Sevres,  1770      .  .  .  .        . .        .  .        .  .  82 

Ji:e,  'Snipe',  red  earthenware  with  clip  decoration,  Pennsylvania,  late 

XVIII  century      .  .        . .        . .  . .  . .  302 

J  :e,  soft-paste  porcelain  painted  in  purple  monochrome  and  gilt,  mark, 

crossed  swords  with  crosses  in  the  angles,  in  gold,  Tournay,  c.  1770  86 
rl:c,  with  a  falconer,  coloured  salt-glaze  ware  of  1  750-1760  13 
frach   bowl,   enamel-painted   and   copper-lustre   decoration,  probably 

Cambrian  Pottery,  Swansea,  c.  1824-31  ..        ..        ..  127 

1  ich  bowl,  painted  with  Hogarth's  'Midnight  Modem  Conversation',  first 

published  in  1733,  delft,  Bristol   13 

1  ckingham  Pottery  buildings,  c.  1X49,  plan  drawing  from  early  Ordnance 

Survey  superimposed  on  a  modern  map  ..         ..         ..  17' 


Pottery  and  Porcelain — continued  PAGE 

Rockingham  Pottery  plan  of  excavation  trench        ..        ..        ..        ..  171 

Spice-box,   painted  in   underglaze-blue,   unmarked,   Saint-Cloud,  early 

XVIII  century      .  .        .  .        .  .        .  .  77 

Spill-holders,  pair,  from  'Conviviality  and  Teetotalism',  probably  by 

Obadiah  Sherratt  .  .        .  .        .  .        . .        . .        .  .        . .        .  .  15 

Statuette  of  Geoffrey  Chaucer,  coloured,  probably  made  by  Ralph  Wood  II 

of  Burslem  in  c.  1780      ..        ..        ..        ..        ..        ..        ..  14 

Statuette  of  Sir  Isaac  Newton,  coloured,  probably  made  by  Ralph  Wood  II 

of  Burslem  in  c.  1780      ..        ..        ..        ..        ..        ..        ..  14 

Statuettes  of  General  Wolfe  and  the  Marquis  of  Granby,  coloured  Bow 

porcelain  c.  1 760  (colour  plate)  .  .        .  .        . .        . .        . .        .  .  11 

Sugar-bowl,  cover  and  stand,  painted  in  enamel-colours,  with  mark  DI ' 

incised  on  bowl  and  stand,  Mennecy,  middle  XVIII  century         . .  79 
Tea  and  coffee  service,  hop-trellis,  Worcester,  first  period,  36  pieces        .  .  115 
Tea  bowl,  handle-less,  biscuit  earthenware,  Rockingham     ..        ..        ..  173 

Teapot,  enamel-painted  decoration,  probably  Staffordshire,  c.  1810..        ..  134 

Teapot,  enamel-painted  decoration,  Wedgwood,  c.  1785  (colour  plate)  .  .  129 
Teapot,  with  the  head  of  Prince  Charles  Edward,  coloured  salt-glaze  ware 

of  1 750-1 760        ..        ..        ..        ..        ..        ..        ..        ..  13 

Tea-service,  part,  painted  in  enamel-colours  in  Kakiemon  style,  unmarked, 

Chantilly,  2nd  quartei  XVIII  centurv    ..  ..         ..         ..  79 

Tureens,  pair,  enamel-painted  decoration,  Leeds  Pottery,  c.  1785  (colour 

plate)         ..        ..        ..        ..        ..        ..        ..        ..  ..129 

Vase,  dragon,  earthenware,  unmarked,  Rockingham  . .        .  .        .  .  243 

Vase,  elephant,  overlaid  and  carved,  Galle  art  nouveau        .  .        . .        .  .  192 

Vase,  porcelain,  decorated  in  famille  verte  enamels,  one  of  pair,  Chinese, 

K'ang  Hsi  period  .  .        . .        . .  .  .  258 

Vase,  pot-pourri,  painted  and  gilded,  Minton  porcelain  after  a  Sevres 

original,  impressed  factory  marks,  incised  mark  of  John  Mortlock  & 

Co.,  Oxford  Street,  London  1 88 1        . .        .  .        .  .        .  .        .  .  42 

Vase,  silver-lustre  and  transfer-printed  decoration,  yellow-glazed  earthen- 
ware, early  XIX  century .  .        ..        ..        ..        ..        ..        ..  208 

Vase,  spill,  engine-turned  decoration,  yellow-glazed  earthenware,  late 

XVIII  century  .  .        .  .        .  .        .  .        .  .        . .        .  .  204 

Vase,  the  Wentworth  Rhinoceros,  polychrome  enamel  painting  by  John 

Wager  Brameld  depicting  a  scene  from  Don  Quixote,  Rockingham 

(colour  plate)       .  .        .  .        .  .        . .        .  .        .  .        . .        .  .  239 

Ditto — detail,  cover,  2  views     .  .        . .        .  .        .  .        . .        . .        . .  240 

Ditto — detail,  panels,  2  . .        .  .        .  .        . .        .  .        . .  241 

Vases,  pair,  hard-paste  porcelain  painted  in  enamel-colours  and  gilt,  marks, 

crowned  crossed  L's  enclosing  the  date-letter  M  (probably  a  mistake 

for  MM),  IN  and  a  triangle  enclosing  numerals  for  the  painter  Dieu, 

all  in  red  enamel,  Sevres,  probably  1790        .  .        .  .        .  .        .  .  84 

I  'olute-crater,  Apulian,  Hamilton  Collection,  British  Museum  252 
Ditto — engraving  of  from  D'Hancarville :  'Antiquites  Etrusques',  1766  ..  252 
Wall-light,  yellow-glazed,  possibly  made  by  Caspar  Andries  and  Guy 

Janson  at  Norwich  in  the  1570s. .  10 

Scientific  Instrument 

Universal  ring,  mechanical,  signed:  'Rich.  Glynn,  Londini  Fecit',  English, 

early  XVIII  century  . .        . .        . .        . .        . .  191 

Sculpture  and  Carving 

Ardhanarisvara,  from  Tiruvengadu,  Tanjore  District  of  South  India,  XI 

century,  bronze    .  .        .  .        .  .        .  .        .  .        . .        .  .  ..143 

Arrangement,  by  Barry  Flanagan,  rope  sculpture      ..        ..        ..  ..119 

Bas-relief,  inscribed  and  from  the  Palace  of  King  Ashui  nasii  p.il  II,  Assyrian, 

883-859  B.C.,  stone  ..        ..        ..        ..        ..  ..191 

Bellona,  by  Auguste  Rodin,  bronze     .  .        .  .        .  .        .  .        .  .        . .  269 

Bust  ofCosimo  II  de  Medici,  Grand-Duke  of  Florence  1 590-1621,  by  Pietro 

Tacca,  terracotta  ..        ..        ..        ..        ..        ..        ..  ..120 

Bust  ot  Giulio  Contarini,  Procurator  ot  St.  Mark,  bv  Alessandro  Vittoria, 

terracotta   .  .                   .  .        .  .         .  .        .  .        .  .        .  .        .  .  261 

Bust  of  Nicholas  Coustou,  by  Guillaume  Coustou,  marble  . .       . .  [99 

Ceramic  Head,  by  Roy  Lichtenstein,  glazed  ceramic          .  .        . .        .  .  73 

Ceremonial  granary  container  in  the  torm  ot  a  horse,  Dogon,  Mali,  Western 

Sudan        . .        .  .        .  .                  . .                 . .                 . .  224 

City  of  Chicago,  by  Red  Grooms,  plywood  ami  beaver  board  painted  with 

acrylic       . .        .  .        .  .        . .        .  .        .  .        .  .        .  .  1 50 

Cross,  by  Mary  Martin,  stainless  steel  and  wood       .  .         .  .         .  .  122 

Cubi  XXIV,  by  David  Smith,  stainless  steel   ..       ..       ..       ..       ..  280 

Cupid  and  Psyche,  by  Antonio  Canova  .  .  190 
Dancing  Ganesa,  probably  from  Tanjore  District,  India,  XVII  century, 

bronze       . .                 . .        . .        . .                 . .        . .  139 

Dandy,  Le,  by  Honorc  Daumier,  bronze       . .                          . .        .  .  [96 

Diana,  by  Paul  Manship,  bronze         .  .        .  .        .  .        .  .        .  .        .  .  267 

Face  mask,  Bakwele,  Congo,  wood,  with  brown  and  white  colouring      .  .  223 

Face  mask,  Dogon,  Mali,  Western  Sudan,  wood       .  .        .  .  224 

Figure  ot  angel,  wings  decorated  with  Limoges  chainpleve  enamel,  late 

XII  century,  bronze        ..        ..                   ..                             ..  199 

Figure  of  an  ape,  Haniwa,  Tumulus  period,  VI-VII  century,  clay             .  .  270 

Figure  ot  Kwannon, Japanese,  XVII  century,  bronze                   ..        ..  42 

Figure  of  Marquis  de  Lafayette,  by  Aime-Jules  Dalou,  bronze       ..  117 
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Figure  of  monkey  by  Paul  Pierre  Jouve        . .        . .        . .        •  ■        •  •  68 

Fountain,  by  Allen  David,  glass   195 

Gancsa,  from  Ncllore  area  of  South  India,  XIII  to  XIV  century  A.D.,  bronze  i  39 

Croup,  'The  Knight  Errant',  by  Gilbet  Bayes,  silver   115 

Group  of  sculpture: 'Raiding  the  Icebox  I,  with  Andy  Warhol'    ..       ..  226 

( Iroupe  des  trois  homines,  by  Alberto  Giacometti    ..        ..        ..        ..  268 

Kaliyakrishna,  India.  Palni  Madurai  District,  XVIII  to  XIX  century,  bronze  145 
Length  structure,  by  Harry  Martin  aluminium  plexiglass,  mirror,  wood  and 

brass          .  .        .  ■        •  ■        •  •        •  •        •  •        •  •        •  •        •  •  274 

1  inear  Light  Columns,  by  Liliane  Lijn,  pcrspex  tubes  wound  with  copper 

and  nickel  wire     ..         ..        ..        ••        •■        ••  ..119 

Linear  Light  Ziggurats,  by  Liliane  Lijn,  perspex  tubes  wound  with  copper 

and  nickel  wire  ..        ..        ••        ••        ■•        ••  ..119 

Male  figure,  Hawaiian,  dark-brown  polished  wood  . .        .  .        .  .        .  .  192 

Medals' for  Dishonor:  Bombing  Civilian  Populations,  by  David  Smith, 

bronze       ..        ..        ••        •■        ••        ••        ••        ■•  ..150 

Mirror,  glazed,  by  Andrea  della  Robbia,  terracotta  .  .        .  .        .  .        .  .  262 

Modcrn  Sculpture  with  Class  Ware,  by  Roy  Lichtenstein,  brass  and  glass.  .  74 

Nataraja,  India,  from  Tiruvelangadu,  Chingleput  District,  X  century,  bronze  140 

Parvati,  South  India,  Chola  period,  XI  or  XII  century,  bronze      .  .        .  .  141 

Parvati,  South  India,  early  Vijayanagar  period,  bronze    141 

Pregnant  Whale,  The,  by  Alexander  Calder,  painted  steel  (colour  plate)  .  .  281 
Rama  group,  Rama,  Sita,  Lakshman  and  Hanuman,  South  India,  Vadak- 

kupanaiyur,  Tanjore  District,  X  century,  bronze      .  .        .  .        . .  142 

Reclining  Venus,  by  unknown  French  XVII-century  sculptor,  bronze  .  .  75 
Reliquary  bust  of  St.  Sigismund,  offered  to  the  Cathedral  of  Plock  in  1370 

by  King  Casimir  the  Great,  silver,  parcel  gilt,  set  with  precious  stones  120 

Salute  to  the  Spectra  Messengers,  1969,  by  Liliane  Lijn,  pcrspex  and  glass.  .  119 

Sculptures,  Makonde,  four,  carved  ebony      .  .        .  .        .  .        .  .        .  .  45 

Snake  fetish,  Landuman,  Guinea,  wood  with  colouring       .  .        .  .        .  .  224 

Somaskanda,  India,  Tiruvelangadu,  Chingleput  District,  Tamilnadu,  IX 

century,  bronze    ..        ..        ..        ••        ••        •■        ■•        •  •  144 

Table,  by  Allen  Jones   273 

Untitled — 6  box  wall  unit,  by  Donald  Judd,  stainless  steel  and  yellow 

plexiglas    .  .        .  .        •  •        •  •        •  •        •  •        •  •        •  •        •  •  2^6 

Vishapaharana,  South  India,  Kilappudanur,  Tanjore  District,  VIII  or  IX 

century,  bronze    . .        .  .        . .        • •        • ■        • •        •  •        •  ■  144 


Silver  and  Gold  Plate 

Candlesticks,  set  of  four,  George  II,  by  John  Priest,  1753  269 

Candlesticks,  table-,  George  III,  pair,  by  Hester  Bateman  115 

Casket,  with  silver-gilt  panel  case  and  chased  in  high  relief  with  farm  horses, 

Victorian,  by  Edward  Smith,  Birmingham,  185 1      .  .        .  .        .  .  42 

Chalice  and  paten,  English,  c.  1650-70,  interior  of  paten  gilt,  used  by  the 

Roman  Catholic  church  in  the  Maryland  area   289 

Chalice  and  paten,  English,  second  half  XVI  century,  and  altar  stone,  used  in 
early  XVIII  century  on  the  Lancaster  plantation,  Rock  Point,  Charles 
County,  Maryland         .  .        . .        ■  ■        •  •        •  •        •  •        •  •  287 

Ditto — detail  of  chalice  stem     .  .        .  .        .  •        ■  •        -  -        -  ■        ■  •  287 

Chalice,  base  Irish  with  engraved  date  1670,  knot,  top  joint  and  cup 
later  changes,  found  recently  at  the  Church  of  the  Annunciation, 
Shenandoah,  Pennsylvania         .  .        .  .        .  .        .  .        .  .        .  .  291 

Chalice,  by  John  Ward,  London,  c.  1690-1700,  brought  by  the  Willcox 
family  from  England  to  Concord,  Pennsylvania,  by  at  least  1720  and 
used  in  Masses  held  in  their  house  from  1720  to  1857  .  .  291 

Chalice,  English,  c.  1670,  maker's  mark  TP  in  a  shield,  used  by  the  Roman 

Catholic  church  in  the  Maryland  area  .  .        .  .        .  .        .  .        .  .  290 

Ditto — detail        .  .        .  .        •  •        •  ■        •  •        •  •        •  •        •  •        •  •  290 

Chalice,  silver-gilt,  arms  of  Grand  Master  Villiers  de  l'lsle  Adam  (1521-34) 

and  Paris  mark  for  1530-31,  from  parish  church,  Rabbat    ..  180 

Cross,  processional,  silver,  parcel-gilt,  with  the  arms  of  Grand  Master  de 
Naillac  (1 382-1421),  Venetian,  c.  1400,  from  conventual  church  of 
St.  John  at  Malta,  2  views         .  .        .  .  .  .        . .  177 

Cup  and  cover,  silver-gilt,  apparently  unmarked,  Portuguese,  first  half 

XVI  century        .  .        . .        .  .        •  •        ■  •        •  •        •  •        •  ■  43 

<  up,  secular,  London  marks  for  1640-41  and  maker's  mark  IG  with  mullet 
below,  used  as  chalice  in  the  early  mission  of  St.  Francis  Xavier  at 
Newtown,  St.  Mary's  County,  Maryland,  probably  as  early  as  the 
1650s  and  V>os      ..        ..        ..        ••        ••        ••        ••        •■  288 

1  >ish  roduction  of  George  III  Irish  original  by  Samuel  Walker,  1767  275 

Drawings,  her  Gardiner,  3,  bowing  elaborate  rococo  decoration, 
for  a  p:  nation  service  to  Nicholas  Biddle  of  the  Old  United  States 
Bank  in  Philadelphia   219 

Goblet,  with  jug  to  match,  reproductions  from  Irish  originals  by  Joseph 

.  .  275 

|ul;.  with  g<  h   reproductions  from  Irish  originals  by  Joseph 

.  .  275 

Monteith,  Ini]  of  pair,  by  Robert-Joseph  Auguste,  Paris, 

1779   267 

Preliminary  drawing  of  monumental  covered  vases  made  by 

Ren !   r  &  ( iar  sanation  to  Governor  DeWitt  Clinton 

of  New  york  by  the  merchants  of  Pearl  Street  in  1825       . .        .  .  216 
Spice-box,  James  I,  maker':  IP,  a  bell  below,  1627     ..       ..       ..  116 


ver  and  Gold  Plate — continued 

Spoon,  James  I,  maker's  mark  probably  RL,  mullet  below,  c.  1627  . .  1 
Statue  of  the  Blessed  Virgin,  silver,  Rome,  1 741 ,  from  St.  John  at  Malta's 

Co-Cathedral,  Mdina     .  .        .  .        . .        . .        . .        . .        . .  1 

Statue  of  St.  Peter,  silver,  Rome,  1741,  from  St.  John  at  Malta's  Co- 
Cathedral,  Mdina .  .        ..        ..        ..        ..        ..        ..  ..1 

Tankard,  American,  by  Jeremiah  Dummer,  Boston,  c.  1680  ..  1 

Tea-service,  part,  marked  F  &  G  in  a  cut-cornered  rectangle,  made  by 

Fletcher  &  Gardiner,  Philadelphia,  c.  1820     ..        ..        ..        ..  1 

Tureen  and  stand,  engraved  on  both  sides  of  bowl  and  stand  with  coat  of 

arms  of  Tatton  family  of  Chester,  by  Robert  Makepeace,  London, 

1795/6    ..   

Tureen  and  stand,  engraved  on  each  side  with  arms  of  Robert  Hamilton, 

8th  Baron  Belhaven  and  Stenton,  impaling  Campbell,  by  Paul  Storr, 

London,  1816/17  . . 
Tureen  and  stand,  engraved  with  arms  of  Pignatclli  family  of  Naples,  by 

Jacques  Charles  Mongenot,  Paris,  1783/4  (colour  plate) 
Tureen,  covered,  from  set  of  four  presented  to  Commander  John  Rodgers 

by  the  city  of  Baltimore,  marked  Fletcher  &  Gardiner  in  roman  capitals 

within  two  concentric  ovals  and  Philad*  in  roman  capitals  in  a 

rectangle    . .        . .        . .        . .        . .        . .        . .       . .        . .  a 

Tureen,  engraved  on  each  side  with  arms  of  Child  quartering  Wheeler, 

by  William  Cripps,  London,  1752/3  .. 
Tureen,  engraved  on  each  side  with  arms  of  Gould  impaling  Shaw,  by  John 

Eckford,  London,  1746/7  (colour  plate) 
Tureen,  engraved  with  arms  of  Ball,  maternal  family  of  George  Washington, 

by  Hugh  Wishart,  New  York,  c.  1795.  . 
Tureen,  engraved  with  arms  of  Madden  impaling  Creighton,  crest  on  cover, 

by  Paul  de  Lamerie,  London,  1738/9  (colour  plate) 
Tureen,  engraved  with  Dundas  arms,  crest  and  motto,  crest  and  motto  on 

cover,  by  Patrick  Robertson,  Edinburgh,  1778/9 
Tureen,  engraved  with  English  Royal  Arms  on  collar  and  cover,  by  Henry 

Hebert,  London,  1738/9  .  . 
Tureen,  gilt-lined,  applied  embossed  Russian  eagle  on  each  side  with 

monogram  of  Ekatcrina  II  (Catherine  the  Great),  by  Zacharias 

Deichmann,  St.  Peter,  burg,  1766 
Tureen,  Mexican,  unknown  maker  in  period  of  Chief  Assayer,  Diego 

Gonzalez  de  la  Cueva,  mia-XVIII  century 
Tureen,  pricked  with  name  of  Niels  Brok,  by  Jorgen  Friis,  Randers, 

Denmark,  c.  1780-90 
Tureen,  silver-gilt,  and  stand,  engraved  for  Augustus  Rex  III,  King  of 

Poland,  by  Paul  Ingermann,  Dresden,  c.  1735  (colour  plate) 
Tureen,  silver-gilt,  engraved  with  crest  and  motto  by  Cornelius  Bland, 

London,  1794/5  (colour  plate)  •• 
Tureen,  silver-gilt,  with  liner,  on  stand,  engraved  on  bowl  and  on  applied 

cartouches  on  cover  and  stand  with  arms  of  Neeld  of  Grittleton, 

Chippenham,  Wiltshire,  by  John  Bridge,  London,  1828/9  (colour 

plate) 

Tureen,  soup-,  and  stand,  Louis  XVI,  by  Antoine  Boullier,  Paris,  1781-2  .  . 
Tureen,  with  liner,  and  stand,  engraved  with  unidentified  coats  of  arms,  by 

Ignace-Joseph  Craisme,  Paris,  1787 
Tureen,  with  liner,  engraved  with  Royal  Arms  and  supporters  on  one  side, 

arms,  crest  and  motto  of  Johnston  impaling  Collyer  on  the  other,  by 

Thomas  Heming,  London,  1763/4 
Tureen,  with  liner,  on  stand,  by  Giovanni  Battista  Novalese,  Turin,  c.  1788 
Tureen,  with  liner,  on  stand,  engraved  on  each  side  with  arms  of  Norton, 

Lord  Grantley,  by  Robert  Garrard,  London,  1824/5 
Tureens,  by  Paul  de  Lamerie,  three,  one  of  date  1738/39,  the  others,  a  pair, 

1748/49  (colour  plate)     .  .        .  .        .  .        .  .        . .        .  .January  cm 

Tureens,  pair,  one  engraved  with  Neville  crest,  other  Pilkington  crest,  by 

Paul  de  Lamerie,  London,  1748.  . 
Tureens,  pair,  recorded  as  'From  Radziwill  Collection,  Castle  of  Niecwicz', 

by  Johann  Sebastian  Wiirth,  Vienna,  1781 
Urn,  water,  inscribed  with  the  name  of  Daniel  Webster,  made  by  Fletcher  & 

Gardiner,  Philadelphia,  probably  between  1828  and  1835  .  .  .  .  2 
Vase,  covered,  presented  by  the  Proprietors  of  the  Chesapeake  and  Delaware 

Canal  to  James  C.  Fisher,  Esq.  .  .  .  June  7,  1830,  by  Fletcher  & 

Gardiner,  Philadelphia,  c.  1830  ..        ..        ..        ..        ..        . .  2 

Ditto — detail,  Fletcher  &  Gardiner's  mark  on  base    .  .        .  .        .  .        .  .  2 

Vase,  covered,  presented  to  General  Andrew  Jackson  by  the  Ladies  of  South 

Carolina,  American,  made  by  Fletcher  &  Gardiner  .  .        .  .        .  .  2I 

Ditto — detail,  base  showing  detail  of  the  engraved  battle  scene      ..        .  .  2 

Vase,  covered,  presented  to  Oliver  Hazard  Perry  by  the  citizens  of  Newport, 

Rhode  Island,  American,  marked  F  &  G  and  Philad  in  roman  capitals 

on  the  base  . .        . .        . .        •  ■        ■ .        . .        . .        . .  a 

Vase,  presented  to  Lieutenant  James  Biddle  of  Philadelphia,  1813-14, 

American  .  .        . .        . .        . .        .  .        .  .        .  .        . .        •  •  i 

Vase,  silver  covered,  presented  by  the  citizens  of  Philadelphia  to  Captain 

Isaac  Hull  in  appreciation  of  the  victory  of  the  USS  Constitution, 

under  his  command,  over  the  British  frigate  Guerriere,  15th  August, 

1812,  American    ..        ..        ..        ..        ..        ..        ..        . .  1 


Textiles:  Carpets 

Hammersmith  rug,  by  William  Morris  .  .        . .        . .        .  .        . .  | 

Persian,  early  XVII  century       .  .        .  .        . .        .  .        .  .        . .  A 
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,  tiles:  Costume  page 

1  tua  and  petticoat,  embroidered  white  silk  with  original  Brussels  lace 

lappets,  English,  c.  1740-45        . .        . .        .  .        .  .        .  .  193 

.  tiles:  Tapestries 

Husson,  woven  in  wool  and  silk,  'The  Dancer',  from  a  set  of  Chinoiseries' 
after  a  series  of  engravings  by  Jean  Pillement,  'Suite  de  Jeux  Chinois', 
mid-XVIII  century         .  .        .  .        .  .        .  .        .  .        .  .        .  .  234 

.lusson,  woven  in  wool  and  silk,  depicting  'Harpoon  Fishing',  from  a 
set  of  'Chinoiseries'  after  a  series  of  engravings  by  Jean  Pillement 
entitled  'Twelve  Fishermen  and  Hunters',  mid-XVIII  century  (colour 
plate)         . .        . .        .  .        .  .        .  .        .  .        .  .        .  .    April  cover 

( ivais,  woven  in  wool  and  silk,  'Bird  Catching',  after  cartoons  by 
Francois  Boucher,  fourth  panel  of  the  set  'Noble  Pastoral',  signed 
and  dated :  F.  Boucher.  1 755       ..       ..       ..       ..       ..  ..233 

I  ivais,  woven  in  wool  and  silk,  'Jupiter  and  the  Grapes',  after  cartoons  by 
Francois  Boucher,  fourth  panel  in  the  set  of  'Loves  of  the  Gods', 
second  half  XVIII  century         ..        ..        ..        ..        ..        ..  232 

1  sels,  woven  in  wool,  silk,  gold  and  silver,  fifth  panel  of  the  set  'The 
Story  of  Vertumnus  and  Pomona',  made  for  the  Emperor  Charles  V, 
mid-XVI  century  (colour  plate) . .        ..        ..        ..        ..        ..  230 

fir  (?),  woven  in  wool,  silk,  gold  and  silver,  'Fishing',  from  a  set  of 
'Children  Playing',  after  cartoons  ascribed  to  Giulio  Romano, 
probably  made  for  Cardinal  Ercole  Gonzaga  of  Mantua,  c.  1540  231 

:  ira  (?),  woven  in  wool,  silk,  gold  and  silver,  'The  Ring  Dance',  from  a 
set  of 'Children  Playing',  after  cartoons  ascribed  to  Giulio  Romano, 
probably  made  for  Cardinal  Ercole  Gonzaga  of  Mantua,  c.  1540    .  .  229 

kiiish,  probably,  early  XVII  century.  .        ..  ..        ..        ..  268 

I  ;lins,  floral  and  fruit  motifs  surrounding  scenes  from  La  Fontaine's 

Fables,  signed:  Nouzon,  first  half  XVIII  century        ..        ..        ..  236 

tfdins,  floral  motifs  on  damasked  background,  execution  ascribed  to 

Jacques  Neilson,  second  half  XVIII  century    ..        ..        ..        ..  237 

j|;lins,  portrait  of  Rembrandt's  sister,  one  of  pair  with  portrait  of 
I    Rembrandt,  signed  and  dated  Cozette  1 779    ..        ..        ..        ..  262 

Iging  tapestry  by  Eugene  Gaillard  for  bedroom  of  Bing's  Pavilion  d'Art 
.    Nouveau,  Paris,  c.  1900  .  .        . .        . .        .  .        . .        . .        .  .  64 

II  nnerie,  six-leaf  screen,  after  cartoons  ascribed  to  Blain  de  Fontenay  and 

I    Desportes,  early  XVIII  century .  .        ..        ..  ..  235 

Imai,  subject  emblematical  of  the  secret  garden,  woven  c.  15 10  .  .  258 


I  epieces 

ik,  carriage,  repeater,  by  James  McCabe,  Royal  Exchange,  London, 
1    early  XIX  century  .  .        . .        . .        .  .        .  .        .  .  193 

Ik,  table,  in  form  of  the  Column  of  the  Place  Vendome,  Sevres  porcelain 

with  gilt  bronze  mounts,  clock  movement  by  Lepantre,  1814        .  .  147 

Ik,  table  night,  veneered-ebony,  signed  'Johannes  Fromanteel,  Londini 
!    fecit',  English,  late  XVII  century         ..        ..        ..        ..  ..117 


I  -ks  of  Art 

I-  cross,  silver-gilt,  German  or  German-Venetian,  c.  1500  (foot  mother- 
of-pearl,  XVII  century  (?)  ),  from  conventual  church  of  St.  John  at 

Malta   178 

■  for  hosts,  from  conventual  church  of  St.  John  at  Malta,  1741-53  .  .  177 
V,  lid  of,  repousse  copper,  by  Alfred  Daguet,  c.  1904      . .        .  .        .  .  68 


Works  of  Art — continued  page 

Case  for  the  reliquary  of  the  hand  of  St.  John  Baptist,  silver  and  gilt-bronze, 
obtained  from  Rome  by  Grand  Master  Grcgorio  Carafa  in  1689, 
St.  John's  Co-Cathedral,  Valletta         ..        ..        ..  ..  246 

Ditto — detail        .  .        .  .        . .    .  .  246 

Cross  and  candlesticks  on  high  altar,  silver,  St.  John's  Co-Cathedral,  Valletta  245 
'Dress'  of  Our  Lady  of  Filermo  in  St.  John's  Co-Cathedral,  Valletta,  com- 
position mainly  of  pearls  mounted  on  ground  of  crimson  velvet, 
XVII  century  .  .        .  .        . .        . .        .  .  249 

'Dress'  of  Our  Lady  of  Filermo  in  St.  John's  Co-Cathedral,  Valletta,  jewels 
appear  to  date  from  close  XVI  to  early  years  of  XVII  century,  appear 
to  be  of  French,  Italian  and  Spanish  origin  but  some  may  have  been 
made  in  Malta      .  .        .  .        . .        .  .        . .  . .        .  .  24'j 

Inro,  lacquer,  three-case,  Japanese,  signed  by  Jokasai  and  Yosei  ..  42 

Lamp,  sanctuary,  for  the  high  altar,  silver,  probably  made  in  Rome,  1669, 

St.  John's  Co-Cathedral,  Valletta         ..        ..        ..        ..  244 

Mask,  black,  in  paper  and  clay,  Bhairava,  Thimi,  Nepal      ..        ..        ..  189 

Mitre,  precious,  arms  of  Grand  Master  Carretto  (15 13-21)  on  back,  of 
Grand  Master  de  Vallette  (1557-68)  on  front,  and  its  insulae  or  tails, 
from  conventual  church  of  St.  John  at  Malta,  3  views  .  .  179 

Mitre,  precious,  insulae  show  the  arms  of  the  donor,  from  conventual  church 
of  St.  John  at  Malta,  given  by  Conventual  Prior  Bartolomeo  Rull, 
3  views      . .        .  .        . .        . .        .  .        .  .        .  .        . .  183 

Monstrance,  copper-gilt  set  with  corals,  from  St.  John  at  Malta's  Co- 
Cathedral,  Valletta,  given  by  Commander  Cesare  Ferro,  Trapani, 

1649   181 

Monstrance,  head  of,  gold  and  silver  set  with  gems,  from  conventual  church 

of  St.  John  at  Malta,  given  by  Prior  G.  M.  Cicinelli,  Italian,  1770  .  .  182 
Monstrance,  silver  and  gold  set  with  gems,  from  conventual  church  of 

St.  John  at  Malta,  given  by  Girolamo  Branciforte,  Sicilian  (?),  c.  1630  180 
Monstrance,  silver-gilt  and  crystal,  the  'sun'  Venetian,  3rd  quarter  XVII 
century,  stem  and  base  Maltese.  1.  1750,  from  St.  John  at  Malta's 
Co-Cathedral,  Valletta    . .        . .        . .        . .        . .        . .  ..182 

Processional  cross,  gold  with  filigree  and  gems,  Venetian,  XV  century,  from 

conventual  church  of  St.  John  at  Malta,  2  views       .  .        .  .        .  .  178 

Reliquary  ot  All  Saints,  wood  mounted  with  silver  and  copper-gilt,  Maltese, 

1750   106 

Reliquary  of  the  arm  of  St.  Catherine,  silver  and  parcel-gilt  (Venetian?), 

1323-46,  with  jewels  of  various  dates   ..  ..        ..  103 

Reliquary  bust  of  St.  Sigismund,  silver,  parcel  gilt,  set  with  precious  stones, 

offered  to  the  Cathedral  of  Plock  in  1370  by  King  Casimir  the  Great  120 
Reliquary,  gold,  of  finger  of  St.  Mary  Magdalene,  container  latter  part  of 

XII  century,  pedestal  Padua  or  Venice  early  XVI  century    .  .        .  .  102 

Reliquary,  gold,  of  the  hand  of  St.  John  Baptist,  N.W.  Europe,  latter  part  of 

XII  century  (?),  2  views  ..        ..        ..        ..        ..        ..  101 

Ditto — cross,  knight's,  diamond,  used  as  finial  for  outer  reliquary  .  .  101 
Ditto — outer  reliquary,  gold,  Venetian,  c.  1490         .  .        .  .        .  .  104 

Reliquary  of  the  Holy  Cradle,  silver,  set  with  gems,  Italian,  1710  .  .  107 
Reliquary,  painted  head  Spanish,  c.  1490,  base  Italian  early  XVII  century.  .  107 
Reliquary  of  part  of  the  skull  of  St.  John  Baptist,  gold  set  with  gems, 

decorated  with  enamel  in  filigree  settings  (Russian?),  c.  1500         .  .  106 
Reliquary  of  St.  Peter,  silver-gilt  set  with  translucent  enamels,  Tuscan, 

middle  XIV  century       .  .        .  .        .  .        .  .        .  .        .  .        .  .  103 

Reliquary  of  the  True  Cross,  gold,  set  with  gems,  Italian  XV  century    .  .  [05 
Ditto — rear  view  .  .        . .        . .        . .        . .        . .        . .        . .  .105 

Reliquary  of  the  True  Cross,  silver-gilt,  Paris,  c.  1240,  base  Spanish  (Toledo 

or  Cuenca?)  c.  1560        .  .        .  .        .  .        .  .        . .        . .        .  .  102 

Ditto — rear  view  .  .        . .        . .        .  .        .  .        .  .        . .  102 

Snuff  box,  tour-colour  gold  and  tortoiseshell,  by  Daniel  Goucrs,  Paris, 

1725-26  259 
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1 8th  &:  19th  CENTURY  „ 
ENGLISH  PORCELAIN  ICO 


REGENCY  PORCELAIN 

A  selection  of  some  very  finely  decorated  Barr  Flight  &  Barr  also  Flight  Barr  &  Barr  Worcester. 
All  the  pieces  shown  were  made  between  the  years  1807  to  1840  and  arc  in  perfect  condition. 
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Cover 

Three  silver  tureens  by  Paul  de  Lamerie:  one  of  date  1738/39,  the  others,  a  pair,  1748/49.  One  carries 
the  arms  of  Madden  impaling  Creighton.  Height,  10^  inches;  length,  1 7^  inches;  weight,  140  oz. 
//;  the  collections  at  the  Campbell  Museum,  Camden,  New  Jersey. 

Colour  plates 

Elizabethan  portraits:  SirWilliam  Pope,  1st  Earl  of  Downe,  c.  1605.  Attributed  to  Robert  Peake  the 
Elder.  Collection  The  Viscount  Cowdray.  9 

Willett  Collection:  Staffordshire  chimney  ornaments,  c.  1790;  Pinxton  porcelain  loving-cup;  Two 
Bow  porcelain  statuettes,  c.  1760;  Two  Lambeth  delft-ware  fruit  dishes,  c.  1690.  Brighton  Museum.  11 

Three  disciples  of  William  Morris:  Page  from  the  Holy  Communion,  written  on  vellum  by  Edward 
Johnston,  1900.  The  Victoria  and  Albert  Museum.  37 

The  Campbell  Museum  Collection  of  Silver:  Six  soup  tureens  55 
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(212)  535-8810       Cable:  Hiramart       Tuesdays  through  Fridays  9:30  to  5:30        Saturdays  9:30  to  5:00 


The  Connoisseur 

February  1970 


Next 

month  in 

The  Connoisseur 


Our  contributors  in  this 
issue  include: 

kathryn  c.  buhler:  Formerly  Fellow  for 
research  on  American  silver,  the  Boston  Museum 
of  Fine  Arts. 

john  hayes:  Assistant  Keeper,  the  London 
Museum. 

derek  Rogers:  Keeper  of  Art,  the  Brighton 
Museum. 

william  vaughan:  Assistant  Keeper,  the  Tate 
Gallery. 

gabriel  p.  weisberg:  Associate  Professor  of  Art 
History,  University  of  Cincinnati. 


The  February  issue  will  include : 

Sevres  and  other  French  porcelain  at  Althorp  by  R.  J. 
Charleston.  A  collection  uncommonly  rich  in  the  polychrome 
enamel  wares  of  Chantilly. 

Glass  of  the  Venetian  lagoon  by  Ada  Polak.  Unusual  modern 
glass  that  is  still  hardly  known. 

'The  Ingenious  Inventors',  Messrs.  Pocock's  by  Edward  T. 
Joy.  Details  of  the  family  life  of  a  well-known  maker  of 
Regency  'patent'  furniture. 

Alexander  Nasmyth  and  the  style  of  Graphic  Eloquence  by 
Martin  Kemp.  'His  off-hand  sketches  communicated  his  ideas 
to  others  in  a  way  that  mere  words  could  never  have  alone'. 

The  Treasure  of  the  Conventual  Church  of  St.  John  at  Malta 
by  Charles  Oman.  The  first  part  of  a  detailed  study  of  the 
original  manuscript  of  a  rare  illustrated  inventory. 

Precursors  of  the  13th  century  great  hinge  by  G.  J.  Hollister- 
Short.  The  English  seem  to  have  been  the  first  to  exploit  iron 
as  a  decorative  material  in  their  architecture. 

Yellow-glazed  English  earthenware  by  J.  Jefferson  Miller  II. 
Part  one  considers  the  general  background  and  some  of  the 
manufacturers. 

The  Pilavin  Collection  by  Jane  Gollin.  Contemporary 
American  Art  at  the  Museum  of  Rhode  Island  School  of 
Design. 

South  Indian  Bronzes  by  John  Hoare  Kerr.  Examples  of  the 
Collection  of  the  Madras  Government  Museum. 


A  pair  of  fine  and  large  Gecnge  II  silver  candlesticks  made  in  1747  by  William  Gould,  London  Engraved  original  arms  of  King.  8  inches:  42  ounces  (J  Hester  Bateman  silver 
teapot  and  stand  with  outstanding  bright  cut  decoration  date  1  785  6,  London,  17  5  ounces  □  George  I  silver  snuff  box  dated  1  71  6  -  maker's  mark  MA  -  London.  U  Antique 
French  flower  brooch,  rose-diamonds  mounted  in  finely  modelled  gold.  Circa  1840  U 


N.  BLOOM  &  SON  LTD,  , 

DKALKKS  IN  FINK  ANTIQUE  SILVER  AND  JEWELLERY 

40  Albemarle  Street,  Piccadilly,  London  W.l.  MAY  5060. 
Member  of  the  British  Antique  Dealer's  Association. 


Ask  for  our  Catalogue 
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FURNITURE 
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appreciation 


We  discuss  with  knowledge  for  elucidation 


BIGGS 


weight  1 8  ozs. 
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RICHARD  GREEN 

(Fine  Paintings) 


KING  CHARLES  SPANIELS 
BY 

HENRY  BERNARD  CHALON  ( 1770-1849) 
Signed  and  dated  1822 
Canvas  27  x  38  inches 


36  DOVER  STREET  LONDON  WIX4JQ  TELEPHONE  01-493  7)97 


Do  I  have  to  love  art 
to  fly  Sabena? 


Even  people  who  don't  care  about  art  fly  Sabena.  And 
stop  over  in  Belgium. 

Perhaps  they'll  spend  a  leisurely  hour  or  two  at  the  Fine 
Arts  Museum  in  Brussels...  en  joying  the  famous  Breughel 
masterpieces. 

Then  on  to  Tournai  to  view  the  magnificent  cathedral  and 
its  priceless  treasures.  In  Antwerp 
they  rediscover  Rubens.  And  fall 
in  love  with  Memling  in  Bruges. 
A  visit  to  "The  Adoration  of  the 
Mystical  Lamb"  is  high  on  the  list 
of  thingstodo  in  Ghent. 
By  now,  of  course,  they're  art  lovers. 
All  it  takes  is  just  a  few  days  in  Belgium. 
Where  Europe  really  begins. 


BELGIAN  UJ&lld  Z:RLINES 


NORTH  AMERICA  EUROPE  AFRICA  MIDDLE  &  FAR  EAST 
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LOUIS 


WINE  L« 


Fine  Art  Dealers,  Jewellers  and  Silversmiths 


31  &  32  GRAFTON  STREET,  DUBLIN 


Oil  on  canvas 


Fleurs 

Signed  lower  left:  Renoir 


91  x  1  2  inches 


PIERRE  AUGUSTE  RENOIR 


HflflimER  GALLERIES  Inc. 


51  East  57th  Street  New  York,  N.Y.  10022 

Telephone:  Cable  address: 

758-O4I0  Hammergall,  N.Y. 
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T.  CROWTHER  &  SOTS 

(T.  CROWTHER  &  SON  LTD) 

282  NORTH  END  ROAD,  FULHAM,  LONDON,  S.W.6 

Please  note:  We  close  at  l.o  p.m.  on  Saturdays 
Cables:  Antiquity,  London     Telephone:  01-385  1375-7 


A  pair  of  extremely  fine,  lale  18th  Century  carved  Statuary  marble  plaques  of 
Bacchus  and  Ariadne.    Signed  P.  M.  Van  Gelder. 

Peter  Mathias  Van  Gelder  1739-1809.  Sec  Dictionary  of  British  Sculptors. 
Pages  407/8  by  Rupert  Gunnis. 

Width       2  ft.  V,  in. 
Height       1  ft.  1  in. 


THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 

20  Rutland  Gate,  London  S.W.7 

Telephone:  01-589  4128/2102 


The  Gubbay  Collection 


By  courtesy  of  the  National  Trust 
One  of  a  pair  oflate  17th  century  William  &  Mary  carved 


and  gilt  gesso  side  tables,  with  original  tops  of  arabesque 
design,  c.1695. 

This  very  fine  pair  of  gilt  gesso  tables  were  purchased  from 
Kippax  Park,  Yorkshire,  and  were  the  property  of  the  late 
John  Davison  Bland,  Esq.,  a  descendant  ot  Sir  John  Bland, 
who  acquired  the  Estate  in  Tudor  times. 
This  historical  Estate  was  owned  by  Edwin  Earl  Morcar  in 
pre-Norman  times.  He  was  dispossessed  by  William  the 
Conqueror  and  the  Estate  given  to  Ilbert  dc  Lacy,  who  was 
killed  in  battle  in  1141,  fighting  beside  King  Stephen.  His 
brother  Henry  de  Lacy,  who  was  in  the  favour  of  King 
Henry  II,  then  succeeded;  at  his  son  Robert's  death  the 


male  line  of  the  de  Lacy  Family  expired. 
The  famous  outlaw,  Robin  Hood,  was  frequently  in  tins 
neighbourhood  during  the  latter  part  of  the  12th  Century, 
and  it  is  said  that  it  was  here  that  he  robbed  the  Bishop  of 
Hereford. 

Kippax  Park  afterwards  passed  to  the  Princes  of  the  House 
of  Lancaster,  who  preserved  it  as  a  Royal  Hunting  Ground. 
Records  show  it  had  a  Provost  or  Park  Keeper,  who  drew 
money  from  Pontefract  Castle  to  meet  the  expenses  of  his 
office. 

During  this  year  we  shall  illustrate  Works  of  Art  in  the 
Gubbay  collection  which  were  acquired  through  members 
of  The  British  Antique  Dealers'  Association. 


A  booklet  price  ios.  post  free  ($1.50  abroad)  giving  the  names  and  addresses  of 
established  dealers  in  antiques  and  works  of  art  who  are  elected  members  of  the 
Association  will  be  forwarded  on  application  to  the  Secretary. 


BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 


M.  Harris  &  Sons 

ESTABLISHED  1868 

44/52  New  Oxford  Street,  London  W.C.I 

Telephone:  01-636  2121  Telegrams:  Artisonne  London  WC1 


A  fine  Hepplcwhitc  carved  mahogany  semi-circular  Side  Table,  the 
top  crossbanded  with  lignum  vitac  and  with  an  oval  satiirwood  panel 
inlaid  with  flowers,  leaf  and  ribbon  motif.  England  circa  1780. 
Width  3  ft.  to  in.  Depth  t  ft.  10  in.  Height  2  ft.  10  in. 


CENTENARY  BOOK  containing  136  illustrations 
Price  60/-  nett, 
or  64/-  including  postage  and  handling  charges 
(or  equivalent  in  convertible  currency). 


Collectors  Pieces 


Collecting  rare  stamps  is  a  fascinating  hobby- 
combined  with  the  ownership  of  beautiful  and 
historic  pieces. 

At  Stanley  Gibbons  we  offer  you  the  personal 
expertise  of  the  largest  stamp  dealers  in  the  world. 
Our  stock  of  classic  stamps,  such  as  those  illus- 
trated here,  is  unrivalled  and  our  unique  showroom 
suite  gives  you  the  opportunity  to  select  the  rare 
stamps  of  your  choice  in  luxurious  surroundings. 

Contact  A.  Cyril  Andrews,  our  Sales  Director, 
and  he  will  ensure  you  the  finest  expert  knowledge 
and  the  courtesy  that  has  made  Stanley  Gibbons 
the  most  famous  name  in  stamps. 

STANLEY  GIBBONS  Ltd., 


Canada:  1852-57  3d.  scarlet-vermilion, 
one  of  the  two  only  known  unused  blocks 
of  four  with  clear  margins  on  all  sides,  a 
very  good  colour  and  showing  the  original 
gum  almost  complete.  Truly  a  connois- 
seur's item. 


Mauritius:  1848  1d.  orange-vermilion 
printed  on  yellowish  paper  showing  the 
earliest  impression,  a  magnificent  unused 
corner  marginal  example  from  position  12 
of  the  plate,  with  very  large  margins  and 
in  a  rich  colour  and  of  fresh  appearance. 


391  Strand,  London,  W.C.2. 
Rare  Stamp  Department, 
Romano  House,  399  Strand 


Telephone  01-836  9707 


BY  APPOINTMENT 
TO  H  M.  THE  QUEEN 
STANLEY  GIBBONS  LTD. 

PHILATELISTS 
391  STRAND.  LONDON 


FERNANDES  &  MARCHE 


A  good  quality  carved  wood  and  gilt 
Chippendale  side  table. 
Width  65±  in.  Depth  33  in.  Height  33£  in. 

80  ISLINGTON  HIGH  STREET,  LONDON,  N.l 
(Near  Camden  Passage) 
Telephone:  01-837  8768 


GANDER  &  WHITE  LTD. 


ANTIQUES,  FURNITURE 
and  WORKS  of  ART 
PACKEDand  SHIPPED 
to  all  parts  of  the  world 


Overseas  Household  Removals 


v  i 
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HEIM 

OLD  MASTER 
PAINTINGS  AND  SCULPTURES 


Dido  and  Aeneas  by  Gianantonio  Pellegrini  (1675-1741), 
canvas.  Height  1  5§  ins.  (39  cm.).  Width  1  5|  ins.  (39  cm.) 


Tel: 

01-40:5  06!)  ft 


59  JERMY1N  STREET.  ST.  JAMES'S,  LONDON.  S.W  .  I 


Cables: 
[Icimgnl  London  S.W  .1 


sriucn 

Diamond  &  Fine  Art  Co.  Ltd. 

35  Brook  Street,  Mayfair, 
London  W.l 

Telephone  01-499  0921 


also  at  Hoddesdon,  Herts 
Kensington,  London 
Jersey,  C.I. 


Set  of  6  George  III  arm  chairs 
Probably  attributable  to  Gordon,  circa  1765 


Philip  &  Bernard  DOMBEY 


174  Kensington  Church  Street 
London  W8 

01-229  7100 


A  IVil Ham  IV 
mahogany  quarter 
chiming  and  striking 
bracket  clock,  the  case 
designed  with  scrolls 
and  flowers.  The 
silvered  dial  is  signed 
B.  L.  Vulliamy, 
London,  and  has  a 
three  train  movement 
which  chimes  on  hells. 
(Circa  1820.) 
Height  23h  in., 
width  17\  in., 
depth  7\  in. 


Illustrated  catalogue 
showing  magnificent 
selection  of  Buhl, 
tortoiseshell,  ormolu, 
marble,  enamel  and 
porcelain  clocks  in 
colour  on  loan  free 
of  charge.  Deposit 
required  £10.0.0 
($24.00)  which  will 
be  refunded  when 
catalogue  is  returned. 
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Georges  de  Feure,  u>atercolour  21x16  inches 

FERRERS 

9  Piccadilly  Arcade 
London  S.W.i 

HYDc  Park  6948 
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D.  M  Lr  P 


MANHEIM 


Member  of  The  British  Antique  Dealers'  Association  Ltd. 


LONDON 

69  Upper  Berkeley  Street, 
Portman  Square,  W.l 

Telephone:  01-723  6595 


Cables  and  Telegrams: 
Vivantique,  London  W.l 

Proprietor:  PETER  MANHEEW 
Open  by  appointment  only 


EIGHTEENTH  CENTURY  ENGLISH  ENAMEL 

A  splendid  Bilston  connter-tray  with  perforated  white  border  and 
colourful  painted  scene  inside;  the  outside  with  rose  ground. 
5£  in.  X  4£  in.  X  4£  in.  Circa  1770. 
(See  Hughes  'English  Painted  Enamels'  p.  143,  for  a  similar  tray.) 

A  fine  Battersea  box,  the  lid  painted  with  rustic  musicians,  in  brilliant 
colours;  the  sides  and  base  with  panels  of  flowers  and  gilding  on  a 
royal-blue  ground.  3$  in.  X  2\  in.  X  1]  in.  Circa  1755. 

Always  a  good  selection  of 
English  Enamels  in  slock 


JULIAN 


XVI-XX  Century  Works  of  Art  in  bronze  and  other  media 


A  HUCKSTER 
Italian  school;  early 
XVII  Century.  Work- 
shop of  Giovanni 
BolognaB.  1529D.1608. 
Black  varnish  over  light 
coloured  bronze.  Height 
12.5  cm  (5  inches). 
A  gilt  version  is  in  the 
Victoria  &  Albert 
Museum. 


406  KINGS  ROAD  LONDON  S.W.io 

FLA  4400  and  3243 


Royal  Academy  of  Arts 

Piccadilly  London  W1VODS 

1000  Years  of  Art  in  Poland 

3  January-l  March  1970  Weekdays  10-6  Sundays  2-6 


Virtin  and  Child  from  Kruzl 


kshun  .11  L'rjuiw,  tjrlv  XVih  century  N.i 
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ANDRE  MAVON 

238,  FAUBOURG  SAINT-HONORE,  TEL.  227-22-43 

PARIS 


Chimney-clock  in  gilded  bronze  by  Pcrrache  with 
porcelain  flowers.  Period  Louis  XV. 


OBJETS  D'ART  -  ANTIQUE  FURNITURE  XVIIIth  CENTURY 


CHARLES  WOOLLETT  &  SON 


(Members  of  the  British  Antique  Dealers  Association) 


Very  attractive  pair  of  Miniatures 
by  John  Smart.  Signed  and 
dated  1790  I.  From  the  Collec- 
tion of  H.  A.  Baker,  Esq. 

These  Miniatures  are  contained 
in  a  gold  locket  and  closely 
resemble  those  of  Major  and 
Mrs.  Gomonde,  painted  by 
Smart  in  the  same  year,  and  may 
well  be  the  same  sitters.  The 
Gomondes  were  formerly  in  the 
Peter  Jones  Collection.  Size  2j| 
in.  x  24-  in. 


59/61  WIGMORE  STREET,  LONDON  WIH9LF 


Established  1889 


Phone  01-935  8664 


M.KNOEDLER&CO, 


INC. 


14  East  57th  Street,  New  York,  N.Y.  10022 

January  6  -  January  31  1970 


IMPORTANT  SCULPTURES 


February  9  —  February  28  1970 


THE  PROTEAN  CENTURY 

1870-1970 

from  the  dartmouth  college  collection 
and  from  the  collections  of  alumni  and  friends  of  the  college 


New  York  Telephone:  (212)  PLAZA  3-9742 
CABLE  ADDRESSES  "KNOEDLER"  NEW  YORK,  PARIS,  LONDON 


PARIS,  85bis  FAUBOURG  ST.  HONORE 
LONDON,  34  ST.  JAMES'S  STREET 
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BY  APPOINTMENT  TO  HER  MAJESTY  THE  QUEEN,  GOLDSMITHS  AND  CROWN  JEWELLERS,  GARRARD  AND  COMPANY  LIMITED,  LONDON 


GAR  RAR  D 

The  Crown  Jewellers 


27 


LIMITED 

Members  of  The  British  Antique  Dealers  Association 


Period  Furniture,  Works  of  Art 
Expert  Restoration  of  Antiques 


An  unusual  late  18th  Century  miniature  Sofa 
Table  in  mahogany  with  ebonised  inlay. 
Width  (open)  2  ft.  6J  in., 
Width  (leaves  down)  1  ft.  7  in., 
Depth  1  ft.  3  in.,  Height  2  ft.  3  in. 

A  Hepplewhite  mahogany  armchair  in  the  French 
taste  of  good  colour  and  fine  proportions. 


Telephone:  01-235  1813/14 


45  SLOANE  STREET    LONDON  S.W.I 


Cables:  DENYSANT  LONDON  S.W.I 


VOSE  GALLERIES 

OF  BOSTON,  INC. 

ESTABLISHED  1841 

238  NEWBURY  STREET,  BOSTON,  MASS.  02116 

(617)  536-6176 

We  need  lilakclock,  Itmes,  Wyant,  Twachtman  and  Hudson  River  artists 
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M.  NEWMAN  LTD. 

Established  1870  Members  of  the  British  Antique  Dealers'  Association  Ltd. 

43a  Duke  Street,  St.  James's  and  1/5  Ryder  Street,  London,  S.W.i 

Telephone :  01-930  6068  Telegraphic  Address :  NEWPIC,  LONDON,  S.  W.  I 


S8>0.00 


{1,250.00 


E.  BERNE  BELLECOUR  1838-1910        French  JOSE  FRAPPA  1854-1904  French 

Watercolor,  7"xl0¥4"  Signed  &  Dated  Oil,  \VA"x2VA"  Signed 

PETER  A.  VOGT  •  1144  MILITARY  ROAD,  BUFFALO,  NEW  YORK  14217  •  TEL.  716  874-1900 


Head- 
Office 


f 

<^$>  Case 
Makers  . 

Travel 
Agents 

Documentary 
Experts 


ST.  MARY  AXE  HOUSE 
LONDON  E.G. 3. 


PICTURE  LIGHTS 


SPL.3 


^  x 


Efficient ,  yet 
unobtrusive , 
they  are  fixed  in 
a  moment  to  the 
back  of  the 
pictureframe 
Enjoy  the  beauty  of  your  pictures  -      and  are  ready 
Light  them  with"SPL"  Picture  Lights.   fof  connectjon 

to  a  nearby 
electric  point. 


6  models  from 


complete  with  lamps 


Obtainable  from  all  leading  Electrical  Shops.  Send  for  free  Colour  Leaflet  to- 
LINOLITE  LIMITED    Sales  and  Export  Departments, 
142,  Liverpool  Rd., London  N.1.  Tel:  01-607  0072  (4 lines) 
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CROWTHER 

of 

SYON  LODGE 


LIMITED 


N  T  I  Q  U  E  S 


■■W 


DECORATIONS 

m 


^We  wish  to  make  it  known  that  we  are  a  completely 
independent  company.  We  are  not  in  partnership 
or  associated  with  any  other  antique  dealer  with 
a  similar  name  and  our  only  premises  are  at 

Syon  Lodge. 


I CROWTHER  OF  SYON  LODGE  Ltd. 
SYON  LODGE.  BUSCH  CORNER 
ISLEWORTH  MIDDLESEX 


FROM  HYDE  PARK  ROUNDABOUT 

FOLLOW  A  4  SIGNS  (Slough  and  The  West) 

AFTER  JOINING  MA  LEAVE  AT  JUNCTION  2  (AA/Staines) 

TAKE  A  A  TO  GILLETTE  CLOCK  TOWER  •  TURN  LEFT 


i£2 


V 


YON  LODGE  ■    BUSCH  CORNER         01-560    7978   —   ISLEWORTH    ■  MIDDLESEX 


^Every 

Collector 
Weeds  toKjiow .... 

TltilE  CCNNCISSEUR 
ACT  SaVILIES  INDEX 

comprehensive  monthly  bulletins  of 
International  Art  Auction  Sales 
consisting  of - 


SALES  RESULTS  INDEX 


INVESTMENT  GUIDE 


SALES  CALENDAR 


Full  details  of  oil,  gouache,  pastel  and  watercolour  pictures  sold 
throughout  the  world,  all  priced  in  £  and  $.  Pictures  fetching  less  than 
£100  are  excluded. 


A  comprehensive  worldwide  review  of  the  month's  sales  activities, 
compiled  by  an  international  team  of  art  experts. 


A  list  of  Art  Sales  during  the  coming  month. 


You  receive  initially  an  expansible  binder  for  filing  the  monthly  bulletins  so  that,  at  the  end 
of  the  season,  you  will  have  the  most  extensive,  comprehensive  and  up-to-date  record  of 
Art  Auction  prices  in  the  world. 


1 969/70  Season  from  October  1 969  -  July  1 970.  Ser- 
vice by  AIRMAIL  to  overseas  subscribers. 
New  subscribers  during  the  season  automatically  receive 
binder  and  all  back  issues  from  the  beginning  of  the 
season. 


SUBSCRIPTION  DETAILS 


U.K. 

EUROPE 


£25 
£26 


Please  pay  by 
U.S.A.  &  ALL  OTHER  }  ^nk  Draft 

COUNTRIES     £32  iCSSES" 


ORDER  FORM 

I  enclose  bank  draft/cheque 
for  

Chestergate  House, 
Vauxhall  Bridge  Road, 
London  S.W.1. 


Please  send  The  Connoisseur  Art  Sales  Index  for  the  1969/70  season 

To:  .   


SANFORD  GIFFORD  1823-1880 

"A  Coming  Storm" 
28"  x  42",  oil/canvas 


Important 
American  Art 

18th,  19th  and  20th  Century 


Kennedy  Galleries 

FOUNDED   1874*^  BY  H.  WUNDERLICH 

20  EAST  56TH  STREET  .  NEW  YORK  10022 


Phillips  w  Harris 


Antique  English  &  Continental  Furniture  and 
Works  of  Art 


Rare  pair  of  Colonial  walnut  side  chairs, 
'circa  1730.  The  fine  carving  displays 
both  Dutch  and  Portuguese  influences. 


54  Kensington  Church  Street,  London,  W.8. 
Telephone:  01-937  3133 


JACEY  GALLERIES 

We  don't  tell  everyone 
about  JACEY  GALLERIES, 
Marble  Arch,  because  our 
Oxford  Street  address 
creates  the  wrong 
impression.  Only 
connoisseurs  of  fine 
ANTIQUES,  PAINTINGS 
AND  CHOICE  GIFTS 
would  appreciate  this  new 
and  exciting  arts  centre. 


523,  OXFORD  STREET,  MARBLE  ARCH,  LONDON,  W.1.  Tel:  629  6396 
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Rare  examples  of  eighteenth-century  Chinese  Export  Porcelain. 


FRED  B.  MDLER 

56  Mount  Street 
Bay  Head,  New  Jersey  08742 
Telephone  (201)  892-2575      By  appointment  . 


JOSEPH  &  EARLE  D.  VANDEKAR 


Superb  set  of  three  Spode  Vases  with  fine  floral  paintings  on  a  gold  ground 

138  BROMPTON  ROAD,  LONDON  SW3  Tel:  01-589  8481 


PORTRAIT  OF  CASALS 

Bronze 
Height  6|  inches 
by 

G  SCHUTZ 

(signed  and  dated  Wien  1926) 


European 
Works  of  Art 


DAVID  PEEL 

&  CO.  LTD. 

2  CARLOS  PLACE, 
MOUNT  STREET,  LONDON  W.l 
Telephone:  HYDe  Park  3161 
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An  important  XVIIth  Century  Baltic  parcel  gilt  bowl  and  cover,  c.  1670.  Extreme  length  ro  inches. 
An  example  from  our  collection  of  F.arly .Continental  Silver. 


Telephone:  01-629  6261    Telegraphic  Address  " Tuclase  London  W.l" 


E.&C.T.  Koopman  &  Son  Ltd. 


Magnificent  Soup  Tureen 
on  stand,  weight  439  ozs. 
Made  Copenhagen  by 
The  Royal  Silversmith 
A.  Micklesen. 


50  CANNON  STREET, 
MANCHESTER  4. 

Telephone:  BLA  2420  -  DEA  9036 


The  Provincial  Antique  Silver  Go.  Ltd., 

53-65  CHANCERY  LANE, 


LONDON  W.C.2 
Telephone:  01-242  8365 


WILLIAM  WALTER  ANTIQUES 


Rose  Bowl:  Date  1775.  Made  by  John  Swift  of  London.  Weight:  16^  oz. 
1 3 1 "  Bead  Edge  Salver:  Date  1784.  Made  by  John  Schofield  of  London.  Weight:  41  oz. 
Pair  Silver  Cast  Candlesticks:  Date  1764-5.  Made  by  T.  Hannam,  R.  Mill 
and  J.  Crouch  of  London.  Weight:  44  oz. 


ANTIQUE 
SILVER 
OF  THE 
GEORGE  III 
PERIOD 


LONDON  SILVER  VAULTS 


CHANCERY  LANE 


LONDON 


Wri         Telephone:  01-242  3248/9 

Telegrams:  Walter  Strongrooms  London  W.C.2 
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ALLAN  TILLMAN  ANTIQUES 

6  &  9  Halkin  Arcade,  Bel  8235 

London  S.W.I  Cables:  Tillweights  London  S.W.I 


Jilapflotoer  70 

To  celebrate  the  350th  Anniversary  of  the  Sailing  of  the 
Mayflower  from  Plymouth,  England,  in  1620,  we  have 
commissioned  a  limited  series  of  fine  silver  Goblets  and 

slip  top  spoons. 
Each  piece  has  a  serial  number,  and  has  a  corresponding 
certificate  of  authenticity. 


This  authentic  copy  of  a 
1619  Jacobean  Goblet  is 
hand  engraved,  and  is 
complete  in  fitted  velvet 
lined  presentation  case. 
£68  10s.  Od. 
S150  post  paid 


The  spoon  is  entirely 
handforgedand  planished. 

It  is  a  faithful  copy  of  a 
17th  century  original  and 
is  complete  in  fitted  case. 

£22  10s.  Od. 
$55  post  paid 


The  Hallmark  includes  our  own  Punch  Mark,  which  is  registered 
at  the  Goldsmiths'  Hall,  and  incorporates  the  St.  Andrew's  Cross, 
a  design  used  by  the  early  Plymouth  Silversmiths. 

Also  available:  Mayflower  Wine  Labels.  Tablemats,  Enamel  Silver  Spoons  and  Charms 
SEND  FOR  ILLUSTRATED  LEAFLET  AND  PRICE  LIST  TO: 


Established  181  2 


ROYAL  PARADE 


ho\0clenS 

O^JEW  E  L  L  E  R  S^jr 


Telephone  64844 


PLYMOUTH 


CLASSICAL 
ANTIQUITIES 


Black-figure  Band  Cup 
Athens  c.  530  b.c. 

4|  in.  high,  1 0f  in.  between  handles 
ntact  but  decoration  on  reverse  worn 
£480.0.0  $11  52.00 


FOLIO  FINE  ART 

Folio  Fine  Art  Limited 

6  Stratford  Place  London  W1  n  obh 

Telephone  01  -493  901 4/5  Cables  Folios.  London 

Catalogues  issued  at  regular  intervals 
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J.  M.  Culrerhouse,  iS~6 


"Oft' to  the  Festival" 


oil  on  canvas 


2$    ■  *1 


William  Aiken  Walker 


"Cotton  ]\'aeon" 


Catalogue  ot  selections  trom  the  Gallery  Collection : 
One  hundred  pages,  eighteen  color  plates,  one  hundred  and 
twelve  illustrations  with  some  biographical  notations  .  .  .  S2.00 


Gjapellier  (Galleries 


::  1  \->  I    MUh  sIKll  I    M  <     liiiiZI  111: 

Established  1916. 


UY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 

MALLETT  &  SON  (ANTIQUES)  LTD., 
40  NEW  BOND  STREET,  LONDON  WlY  OBS. 

TELEPHONE  01-499  7411  (5  LINES) 
CABLES:  MALLETSON  LONDON  WlY  OBS. 
AND  AT  BOURDON  HOUSE, 
2  DAVIES  STREET,  LONDON  WlY  OBS. 


A  very  rare  and  fine  quality  black  and  gold  lacquer 
clock  of  unusual  design,  by  /.  Leroux  of  London  a 
member  oj  the  Clockmakers'  Company  in  ijSl. 

Height  j  i  in. 
Width  16  in. 
Depth  10  in. 


H.  S.  WELLBY 


Atitiqttc  English 
and  Continental  Silver 


A  large  oval  silver  bowl  AUGSBURG  1706-10  Maker  GELB 
Length  16  inches  (41  cm.)  Weight  77  ounces. 
Formerly  in  the  collection  of  THE  RT.  HON.  THE  EARL  OF  BESSBOROUGH 

l6c  Grafton   Street,  London,  W.I      Telephone:  Hyde  Park  1597 
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storically  important  China  Trade  Porcelain 
t  service,  consisting  of  44  pieces,  for  the 
:nch  market.  Circa  1740. 

ARMS  OF  FOUCQUET 

ucquet  was  Minister  of  Finance  under 
uis  XIV.  See  Beurdeley.  Chinese  Trade 
rcelain,  page  194. 

Rowland's  Antiques 

ANTIQUES     AND     WORKS     OF  ART 
Buckingham.  Bucks  County,  Pennsylvania  18912 
Telephone:  (215)  794-761 1 


VESTART 


PIERRE  AMRROGIANI 

JANUARY  14-31 


MODERN  EUROPEAN  &  AMERICAN  MASTERS  'REPRESENTATIVES  FOR 

Ambrogiani,Carzou,  Chapleain-Midy,  Cornu,  Domela,  Fous,  Helion,  Lapicque, 
Shaar,  Vanderbilt  and  others.  WORKS  BY  Friez,  Genin,  Leprin,  Maclet,  etc. 
Exclusive  Representatives  for  the  Estate  of  Leopold  Survage  in  North  America 

©SfllPlj   showcase  galleries,  inc.  Franchising  and  leasing 

1061  Madison  Avenue  (between  80th  and  81st  Sts.)  New  York,  N.Y.  10028  .   x^^^-  rpm/fiftf 

Telephone  (212)  628-0030  Charles  Maguire,  Director  injOTinailOn  On  requesi 
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A  handsome  Rhodonite  and 
Silver-Gilt  Tazza  by  Carl  Faberge 

Supported  upon  an  elaborate  chased  silver-gilt 
tripod  of  cloven  hooves,  decorative  borders,  leaf 
and  berry  swags  and  pineapple  finial,  the  Tazza 
is  fully  signed.  The  diameter  of  the  deep  rose- 
coloured  stone  measures  II  inches  and  the 
overall  height  iof  inches. 


Hal  O'Nians  Gallery 


FINE  SELECTION  OF  OLD  MASTER 

PAINTINGS 


Including  examples  by 

Jan  Breughel 
Van  Beyeren 
Gerrit  Pompe 
Jan  Porcellis 


Van  de  Velde 
Met  de  Bles 
Jan  Steen 
Nicolas  Maes 


Illustrated  catalogues  on  request 

6  RYDER  STREET,  ST.  JAMES'S,  LONDON,  S.W.1 

01  -930  9392 


GREGORY  &  Co. 

(BRUTON  STREET)  LTD.  ESTABLISHED  1813 

Telephone :  Mayfair  2608/9/0,  2066 

27  BRUTON  ST.,  BERKELEY  SQUARE 
LONDON,  W.i 

Telegrams:  Gregco,  Wesdo  London 


ANTIQUES 
FURNITURE 
UPHOLSTERY 
CURTAINS 
CARPETS 
C  H  A  N  D  E  L  I  E  R  S 


DESIGNS  &  SCHEMES 
BOARD  ROOMS 
DIRECTORS'  SUITES 
DECORA  TIONS 
ELECTRICAL  WORKS 
H    E    A  TING 


V  ALU  A  T IO  N 


One  of  a  set  of  6  fine  quality 
Hcpplewhite  mahogany  dining  chairs 
upholstered  in  yellow  silk  damask 

c.  1785- 
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VIGO-STERNBERG  GALLERIES 

in  association  with 

DILDARIAN  INC.  of  New  York 

ANTIQUE  AND  DECORATIVE  CARPETS,  RUGS  AND  TAPESTRIES 


OLD  TABRIZ  CARPET 

Pale  colouring  mainly  of 
jade  j^reen  on  an  ivory  held 
within  a  muted  red  border 
Size  11' 3"  x  8'  1"  (343x246) 

at  London 


DILDARIAN  INC. 

762  Madison  Avenue,  New  York,  N.V.  100?  1 

212-288-4948 

VIGO-STERNBERG  GALE]  KM  S 
6a  Vigo  Street,  London  W.i  \j  South  Audle)  Street,  London  W.  1 

Telephone  01-734  4951  Telephone  01-493  1228 
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By  Appointment 
to  Her  Majesty  Queen  Elizabeth  II 
Supplier  of  Carpets 


Member  of  The  British  Antique  Dealers'  Association  Ltd. 


\4t 


LW, 


FINE  TAPESTRIES 
SAVONNERIE  and  AUBUSSON 

CARPETS 
NEEDLEWORK  and  BROCADES 


A  1  9th  Century  French  Aubusson  Carpet, 
on  light  ivory  ground,  with  pastel  flowers 
and  scrolls. 

Size  18  ft.  1  in.  x  1  3  ft.  5  in. 


70  SOUTH  AUDLEY  STREET,  LONDON,  W.I 

Telephone:  HYDe  Park  5288 
and  at  36  HIGH  STREET,  OXFORD 

Telephone:  Oxford  44197 


The  Connoisseur 
at  the  Imperial 

In  close  collaboration  with  THE  CONNOISSEUR  magazine,  THE  IMPERIAL,  TORQUAY  is  presenting 

a  series  ot  special  weekends  devoted  to  the  appreciation  and  better  understanding  of  Antiques 
and  other  works  of  Art.  These  weekends  are  for  connoisseurs  and  for  this  reason  The  Imperial  is  the  ideal 
venue.  Every  aspect  of  connoisseurship  is  provided  for  with  authoritative  speakers  and  unstinted  hospitality. 

February  6th  to  9th:  "PAINTINGS"  Weekend 

Speakers  include  Stephen  Rees  Jones  of  the  Courtauld  Institute  on  "The  Authentication  of 
Paintings";  Denis  Thomas  on  "The  East  Anglian  School  of  Painting",  and  John  Fitzmaurice 

Mills  on  "Painters  of  Devon". 

An  exhibition  of  paintings  from  the  Courtauld  Institute  and  elsewhere,  a  discussion  with  the  experts  and 
advice  on  the  care  of  paintings.  Visits  to  Powderham  Castle  and  Bcarne's  Saleroom. 

March  6th  to  9th:  "18th  Century  Furniture"  Weekend 

with  several  distinguished  speakers  and  excursions  to  Saltram  House  and  Partington  Hall. 
Write  for  full  details  and  inclusive  charges  (covering  rooms  with  private  baths,  champagne  and  other 
receptions,  all  meals  with  fine  wines,  entertainment  as  well  as  lectures,  excursions,  etc.)  to 

Telephone:  Torquay  24301 

TORQUAY 


NEWHOUSE 

GALLERIES,  Inc. 

Established  1878 


"An  Arrangement  of  Flowers" 
by 

GERRIT  JAN  VAN  LEEUWEN 

(1756  -  1825) 

A  signed  and  dated  work  by  the  master 
On  canvas,  sizc*2o\  by  t^inches 


15  Bast  57th  Street,  New  York,  N.  Y.  10022 

(212)  PLAZA  5-4980 


SHOWCASE 


George  II  meal  dish  1749.  Maker  Titos. 
Gladwin.  Weight  46  oz.  Price  £110. 


HILTON  GALLERY 

(F  E.  Goold) 

3  ST.  MARY'S  PASSAGE 
CAMBRIDGE  Cambridge  56886 


One  of  a  selection  of  French  marble  fire- 
places. Price  range  from  £60. 

C.  P.  BURGE 

162  SLOANE  STREET 

LONDON,  S.W.I  Sloane  4240 

and  at  Thames  Ditton,  Surrey 


Geo.  II  1 727 
Hall  Marked  Silver 
Taper  stick 
Weight  j  J  oz. 
Height  4  in. 
Maker  J.  Gould 

R.  E.  PORTER 

2  and  4  POST  OFFICE  ROAD 
BOURNEMOUTH    Bournemouth  24289 


SCULPTURE  OF 
DAVID  WYNNE  m 


J 


The  Sculpture  of  David  Wynne  1949-1967.  A 
complete  catalogue  of  his  work.  Over  140 
photographs.  Critical  Essay  by  T.  S.  R.  Boase. 
Foreword  by  Yehudi  Meituhin.  10  guineas. 

R.  ALISTAIR  McALPINE 

PUBLISHING  LTD., 

31  CORK  STREET, 

LONDON  WiX  iHB  01-734  9694 


Nishapur  Bowl,  Giro  A.D.  1000-1100 

WESTBOURNE 
GALLERIES  LTD. 

209  KENSINGTON  CHURCH  STREET 
LONDON  W.8  01-727  1229 


WE  HAVE  AN  ATTRACTIVE  COLLEC- 
TION OF  ANTIQUE  TAPESTRY  AND 
NEEDLEWORK  CUSHIONS. 
WE  ALSO  SPECIALISE  IN  ANTIQUE 
TEXTILES,  EMBROIDERIES  AND 
ECCLESIA  S  TIC  A  L  VES  TMENTS . 


E.  B.  SOUHAMI 

6c  PRINCES  ARCADE 
LONDON  S.W.I 


01-734  7196 


LOIE  FULLER  by  RAOUL  LARCHE 
Height:  0,45  m.  Cire  perdue  by  Siot- 
Decauville.  Price:  F.9.000  or  $1,600. 

ALAIN  LESIEUTRE 

BRONZES-ANIMALIERS 
ART  NOUVEAU  GLASSES 
21  &  10  rue  Saint-Sulpice 
2  rue  de  Tournon 
PARIS-6e.    Tel:  MED.  41.03 


An  unusually  attractive  silver  salver,  London 
1703,  weight  71  oz.  diameter  16  in.  Arms  of  Sh 
Brian  Broughton-Dclves,  who  died  in  1766. 

H.  R.  JESSOP  Ltd. 

3  MOTCOMB  ST.,  BELGRAVE  SQ., 
LONDON  S.W.i.  01-235  2978 


1 8th-Century  French  Antiques 


Louis  \V  faiitcuil  canne,  carved  painted  frame, 
France  Circa  1  750 


CHARLES  C.  PATERSON 

746  Madison  Ave.,  New  York,  N.Y.  10021  •  UN  1-1666 

Member  Art  and  Antique  Dealers  League  of  America 
National  Antique  and  Art  Dealers  Association  of  America,  Inc. 


Restoration 

and  conservation  of  the  antique 


Bronzes    Ceramics    Enamels  Ivories 
Jades    Marbles  Tortoiseshell 
Snuffs    Mother-of-Pearl  Buhl 
Ormolu    Objets  d'Art     Furniture  etc 


Garbe 


restorers  to  the  leading  museums 

23  Charlotte  Street 
London  W1P  1HB 

Founded  1770  Tel:  01  636  1 268 


CHINESE 


GALLERY 


ORIGINAL  CHINESE  SCROLL  PAINTINGS 

by  known  artists  of  the  last  100  years 
Reproduction  T'ang  Tomb  Figures 
40  Great  Russell  Street,  London  W.C.I. 

(01-580  7538) 


CATHERALLS 
OF  CHESTER 


Tudor  House 
Lower  Bridge  Street 
Chester  20095 


Fine  Art  &  Antiques 


Fine  old  Sporting  prints 


THE  NEGLECTED  19TH  CENTURY 
AN  EXHIBITION  OF  FRENCH  PAINTIN 


Janus  Tissot  The  Woman  of  Fashion 

1836  -  I  902  (La  Mondaine) 

57  x  39  inches 


From  Tissot's  famous  series  'Pictures  of  Parisian  Life' 
Painted  in  L885 

H.  Shickman  Gallery 

929  Park  Avenue  New  York  10028 


Tel:  (212)  249-3800 


James  &  Audrey  Conniff 


"PRINCETON  TIGER" 
A.  PHIMISTER  PROCTOR  1860-1950 
Cast  from  the  model  for  the  Princeton  tigers  now  in 
front  of  Nassau  Hall  at  Princeton  University 
22i"  L.  6-L"  W.  10"  H. 


Examples  from  our  collection  of  New  England 
and  Midwestern  glass. 


RT.  106  •  PERKINS VILLE,  VT.  o5i5i 

''''Across  from  the  Village  Green" 

AREA  CODE  802-263-5273 
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FOR  SALE 

House  Full  of  Antiques  including  'Regency'  Louis  XV  Sheraton.  Also 
lovely  collection  of  Dresden  China  etc.,  nearest  offer  of  £10,000 
secures.  Longfiels  House,  Trowbridge,  Wilts. 

Back  number  CONNOISSEUR.  Complete  set,  March  to  August 
1  91  2— assorted  numbers  1  903-28.  Box  Number  7472. 

SUNDERLAND  LUSTREWARE  Porcelain.  Complete  Tea  Service. 
Early  1  800s.  Near  Mint  Condition  (Genuine  Heirloom).  Offers.  Box:  7473. 

CARVINGS  in  natural  turquoise,  Chinese  subjects  large  sizes.  Your 
interest  welcomed.  Coloured  photos  available.  Unrivalled  selection. 
607  So.  Hill  Street,  Los  Angeles,  Calif.,  9001 4 

Beautiful  Elizabethan  era  \"  scale  galleon  £150.  Commission  can  also 
be  taken  for  distinctive  hand  built  model  galleons.  Suite  6,  Blythe  Court. 
Fawdry  Close,  Sutton  Coldfield,  Warks.  021  -3553  1 44  after  6  p.m. 

Marble  and  Pine  Mantelpieces.  Furniture.  Period  and  Reproduction. 
No  catalogues.  Grahame  Richard  Ltd.,  39B  High  Street,  Wimbledon 
Common,  London  S.W.1 9.  Tel.  01  -946  3423. 

Henri Le  Sidaner  1862- 1939 

Owners  of  paintings  and  pastels  by  this  artist  are  invited  to  contact 
the  Roland,  Browse  and  Delbanco  Gallery,  19  Cork  Street,  London  W.1, 
the  British  agents  for  Louis  Le  Sidaner  of  Paris,  who  is  preparing  the 
Catalogue  Raisonne  on  the  work  of  his  father.  Measurements,  details 
and  photographs  are  requested. 

WANTED 

Antique  Pistols,  cased  pairs,  all  steel  and  silver  mounted,  pairs  and 
singles.  Top  prices  paid.  Send  description  or  goods  to  Thornton, 
Walkers  House,  Darley,  Harrogate,  Yorkshire. 

Richard  Parkes  Bonington.  A  catalogue  raisonne  of  the  paintings  and 
drawings  of  this  artist  is  being  prepared  by  Dr.  Marion  L.  Spencer  who 
would  be  grateful  to  hear  from  anyone  who  has  works  by  Bonington 
in  their  possession  who  have  not  previously  been  in  communication 
with  her.  Letters  should  be  addressed  to  Dr.  Spencer  at  The  Paul  Mellon 
Foundation,  38  Bury  Street,  London  S.W.1 . 

COLLECTOR  seeks  Oil  Paintings.  Paris  scenes  1900  by  E.  Cortes. 
Box  No.  7471. 

PERSONAL 

Professional  Cabinetmaker  and  Woodcarver  specialising  in  Furniture 
and  Chair  making,  seeks  commissions  immediately.  Tel:  499  1  281 . 

MISCELLANEOUS 

EXPERT  in  18th  century  art,  Ph.D.,  Interpreter,  willing  to  guide  or 
advise  persons  wishing  to  buy  antiques  in  Paris.  Write  to  Monsieur 
Gregory,  1  93  Avenue  Gambetta,  93  Bagnolet,  France. 

A  STUDY  WEEKEND  of  the  History  of  Gold,  Silver  &  Jewellery.  February 
13-15.  Tutor:  Mrs.  Nancy  Armstrong.  Residential  fee  6  gns.  Details  of 
this  and  other  courses  from  the  Secretary,  Moor  Park  College,  Farnham, 
Surrey. 

Old  Prints.  Unrivalled  selection  on  all  subjects,  also  ORIGINAL 
DRAWINGS,  RARE  BOOKS  and  AUTOGRAPH  MANUSCRIPTS. 
Callers  by  appointment  only,  telephone  Ambassador  5439.  Walter  T. 
Spencer,  specialists  since  1 856,  47  Upper  Berkeley  Street,  London  W.1 . 

PEWTER  Exhibition  at  Reading  Museum  (finished  31  October).  Superb 
British  pieces.  CATALOGUES  10/-  post  paid  in  G.B.  64  illustrations  of 
mostly  unpublished  pieces.  Introductions,  text,  and  appendices  for 
CONNOISSEURS.  Send  cash  to  Reading  Museum,  or  C.  A.  Peal 
(Hon.  Sec.  Pewter  Society)  12  Stratford  Cres.,  Cringleford,  NORWICH. 

Cameo  Corner,  famous  both  for  antique  jewellery  and  the  best  in  con- 
temporary design,  also  buys  fine  antique  pieces.  26  Museum  Street, 
W.C.1 .  Tel.  01  -636  0401 .  Open  9-5  Thu.  6.30. 

Register  advertisements  are  2/3 per  word,  minimum  CI  .10.0  for 15  words, 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager,  THE 
CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD,  LONDON  S.W.1  (Victoria  2331).  Addresses  or  Box  Numbers 
must  be  inserted  and  replies  to  the  latter  should  be  clearly  marked  with 
the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept  no 
responsibility  for  any  sales  effected. 
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'erceptive  buyers  note 
our  paintings  are  for 
investors  as  well  as 
collectors 


\  t  and  Neo  Impressionists 

Albert  Andre 
Frank  Boggs 
Cavailles 
Guillaumin 
Le  Sidaner 
Manguin 
Henri  Martin 
Hippolyte  Petitjean 

Picabia 
Manzana  Pissarro 
.    Van  Rysselberghe 


? .  ianer  catalog  and  English  resume 
ii/ciair  book  on  Le  Sidaner  $5.00 


JCIE  COUSTURIER 


1876-  1925 


Nu  au  Coussin  Rouge 
Oil    28|  in.  x  23^  in. 
73  cm.      59.5  cm. 
*  Exh.:  Exposition  d'Art  Francais  au  Japon  Catalog  No.  175 


llaurice 

STERNBERG 

*  NORTH  MICHIGAN  AVENUE  CHICAGO,  ILLINOIS  60611 
"OPPOSITE  THE  DRAKE  HOTEL" 
TEL:  312  642-1700 


JACQUES  VILLON  1875-1963 

Les  Quais  de  la  Seine,  Paris 
Oil    21 1  in.  x  18  in. 
54  cm.  x  46  cm. 

GEORGES  LEMMEN  1865-1916 

Bouquets  de  Fleurs 
Oil    271  in.  X  35£  in. 
70  cm.  x  89.5  cm. 
Monogram  lower  left  and  date  1910 


FIRST  TIME  OFFERED  FOR  SALE  IN  60  YEARS 
17th  CENTURY  SILK  HEREZ  ANIMAL  RUG 
PRISTINE  CONDITION 


<  9'  8"  field  of  light  beige,  predominantly  red  border, 
dark  blue  corners,  center  is  gold  surrounded  by  red.  Bound 
lengthwise  with  silver  and  has  46  woven  silver  medallions 
in  border.  Color  photo  by  request. 

ADDITIONAL  INFORMATION  BY  CONTACTING: 
NOEL  GRAFF  NEWTON 
167  West  Genesee  Street 
Chittenango,  New  York  13037,  U.S.A. 


CHINESE  SNUFF  BOTTLES  A  SPECIALTY 

Golden  Hair  Crystal  with  fine  ta'o  t'ieh  mask  handles.  Mother  of 
Pearl  collared  matching  hair  crystal  stopper.  Carved  Rosewood 
stand.  19th  Century.  Height  31  inches. 

Two-color  yellow  Chalcedony  with  high  relief  carving  in  the  darker 
areas  of  Lan  Ts'ai-ho  with  fly  whisk  and  basket  standing  by  two 
spotted  Doe.  The  reverse  has  another  figural  carving.  Black  collared 
Jade  stopper.  Rosewood  stand.  Early  1 9th  century.  Height  3s  inches. 

Golden  Hair  Crystal  with  Ogre  head  handles.  Black  and  white 
collared  Coral  stopper.  Carved  Hardwood  stand  Late  19th  century. 
Height  3  inches. 

The  measurements  given  include  the  height  of  the  stand. 

MAINLAND.  PENNSYLVANIA  I945I 
(19  mi.  from  Phila.  at  Lansdale  Exit  of  Pa.  N.E.  Extension) 
By  appointment  please.  Phone  (2I5)  723-3949 


STRASSELfc 

1000  HAMILTON  AVE.,  LOUISVILLE,  KY.  40204  TEL(502)  587-661 1 
Members  of  The  Art  and  Antique  Dealers  League  of  America,  Inc. 


XIX  Century  French  Still  Life  of  Flowers 

BERTHE  BE  LA  BAUME 

canvas  35  X  46 


THE  SLADMORE  GALLERY 

Fine  'Animalicr',  Impressionist  and  Contemporary  Animal  Sculpture 


Paul  Petrovitch,  Prince  TROUBETZKOY  (1866-193 8)  Signed  and  Dated. 
32  BRUTON  PLACE  -  BERKELEY  SQUARE  -  LONDON  W.l. 

The  Gallery  publication  'Barye  to  Bugatti'  containing  information  and  illustrations.  Price  10/6.  America  2  dollars. 


-A' 

S  W  1 
Tel  01-493  471 1 

Permanent  Exhibition  of  Old  Master  Paintings 


Rupert  Preston  Ltd. 

17  KING  STREET,  St.  James's.  London  S.W.1.  01-930  1794 

Specialists  in  17th  and  18th  century 
Marine  Paintings 


THE  TRYON  GALLERY  LTD 

41-2  DOVER  STREET,  LONDON,  W.l   HYDE  PARK  5161 

Sporting  and  Natural  History  pictures 


CRANE  ARTS  LTD. 

321  Kings  Road,  London,  S.W.3  FLA  5857 

Tues.-Sat.  10-6 

Early  English  and  American  Primitive  Paintings 
Modern  Naives  #  Bizarre  Antiques 


ANDRZEJ  GRABOWSKI  —paintings, sculpture  &jewellery 
"A  Space  of  Five  Times"  -  these  barriers  by 
GEOFF  MACEWAN  -  MAGGI  HAMBLING  - 
HARRY  BIGGIN 
1 3th  January  -  1  3th  February 

GRABOWSKI  GALLERY    84 slM"®A^n"^s;2;2 

Tel :  01  -  boy  1  000 
Open  Monday  -  Friday  10-6,  Saturday  10-5 


OMELL  GALLERIES 

Fine  19th  and  20th  CENTURY  PAINTINGS 


At  realistic  prices. 


We  export  throughout  the  World 


22  BURY  STREET,  ST.  JAMES'S,  S.W.I        839  4274 


SABIN 

GALLERIES 

4  Cork  St.,  Bond  St. 
REGent  6186 


specialists  in 
paintings  and  drawings 
of  the  Georgian  era 


EDWARD   SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  WiV  ONP 
01-493  0657 
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A  superb  and  rare  Set  of  TEN 
early  1  8th  century  Walnut 
Side  Chairs,  decorated  with 
fine  marquetry;  beautiful 
design  and  proportions,  in 
exceptionally  fine  condition. 
English  -  circa  1710.  Height 
of  back:  39  inches. 


(To  be  seen  in  New  York) 


STAIR 


&  CO  M  PAN 


Exhibiting  at  the  East  Side  House  Antiques  Show,  New  York  City, 


59  East  57th  Street 
New  York,  N  Y.  10022 
Telephone:  212-355-7620 


1  20  &  1  25,  Mount  Street, 
London,  W.1 . 

Telephone:  01-499-1785/5270 


400  Duke  of  Gloucester  Street, 
Williamsburg,  Va.  23185 
Telephone:  703-229-6860 


In  U.S.A.:  Member  of  the  National  Antique  and  Art  Dealers'  Association  of  America,  Inc. 


In  London:  Member  of  the  British  Antique  Dealers' Association.  Ltd. 


3213  0  STREET,  NORTHWEST 
WASHINGTON,  D.C.  20007 

FEDERAL  7-0096 


Sf 
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AN  EARLY  EIGHTEENTH  CENTURY  WALNUT  BUREAU  OF  ATTRACTIVE  COLOUR  AND  PATINATION.  3'3"  WIDE 


A  splendid  testimonial  to  a  "classic,  indigenous 
American  art". . .  a  superb  addition  to  the  library 
of  every  admirer  of  creative  Americana. 

JOHN  F.  KENNEDY 

Scrimshaw  Collector 


Here,  in  a  luxurious  new  full-color  volume,  is  the  entire 
Kennedy  collection  of  "the  whaleman's  art."  The  text  by 
Clare  Barnes,  Jr.,  is  both  a  lucid  account  of  the  development 
of  scrimshaw  and  a  perceptive  analysis  of  the  late  President's 
keen  interest  in  the  sea  and  in  nautical  art.  The  forty-two 
color  photographs  by  Alan  Fontaine  provide  an  illuminating, 
excitingly  beautiful  treasury  of  visual  pleasure.  John  F.  Ken- 
nedy: Scrimshaw  Collector  will  be  a  cherished  gift  for  anyone 
interested  in  the  collector  himself  or  in  the  art  form  he  so 
admired.  $15.00  at  bookstores,  or  direct  from  Little,  Brown 
and  Company,  34  Beacon  Street,  Boston,  Mass.  02106 
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GALLERIES 


NEW  YORK  CHICAGO  PALM  BEACH 

17  East  57th  Street,  New  York 


Oil  on  canvas 


Enlist'  de  Puteaux 
PAINTED  1935 

MAURICE  UTRILLO 

(1883-1955) 

19th  AND  20th  CENTURY  FRENCH  MASTERS 

Impressionists        Fauves        Post- Impressionists 

AMERICAN  REPRESENTATIVES  FOR  TWENTY-FOUR  CONTEMPORARIES  INCLUDING 
BERNARD  BUFFET.  JEAN  JANSEM.  ANDRE  HAMBOURG  AND  NICOLA  SIMBARI 


21-Hr  in. 


17  East  57th  Street 
NEW  YORK,  N.  Y.  10022 
Tel.  212:  421-5390 


175  Worth  Avenue 
PALM  BEACH,  FLORIDA  33480 
Tel.  305:  833-9717 


320  South  Michigan  Avenue 
CHICAGO,  ILLINOIS  60604 
Tel.  312:  939-4481 


LONDON  ART  DEALERS 


ALBANY  GALLERY 

14  MASONS  YARD,  DUKE 
ST.,  ST.  JAMES'S,  S.W.I 
01-8396119 
English  Drawings  and 
Watered  ours  of  the  1  8th 
and  20th  Centuries  small 
paintings  of  the  same  period 

ALECTO  GALLERY 

38  ALBEMARLE  STREET, 
W.1 

01-493  4226 

CABLES:  ALECTOGAM.  LONDON 

20th  Century  Graphics  and 
Multiples  European  and 
American  Artists 

BROD  GALLERY 

24  ST.  JAMES'S  STREET. 
S.W.1 

01-839  3871/2 

CABLES:  RESTAFF,  LONDON 

Old  Master  Paintings  and 
Master  Drawings 

CITY  GALLERY 

(David  Barclay  Ltd.) 
2ACOPTHALL  COURT 
THROGMORTON  STREET, 
E.C.2 

01-6061568 
Specialists  in  Landscape 
Paintings,  17th  to  19th 
Century  Seascapes  etc. 

EDWARD  COHEN 

40  DUKE  STREET, 
ST.  JAMES'S,  S.W.1 
01-839  5180 

Old  Masters  of  all  Schools, 
Suppliers  to  the  Trade 

CRANE  ARTS 

321  KING'S  ROAD,  S.W.3 
01  -352  5857 
English  and  American 
Primitive  Paintings,  Modern 
Naives 

CRANE KALMAN 
GALLERY 

178  BROMPTON  ROAD, 
S.W.3 

01-5847566 
20th  Century  Masters, 
Neglected  Painters, 
Younger  British  Artists 

DRIAN  GALLERIES 

5-7  PORCHESTER  PLACE, 
MARBLE  ARCH,  W.2 
01-723  9473 
Modern  Masters 

FERRERS 

9  PICCADILLY  ARCADE. 
ST.  JAMES'S.  S.W.1 
01-493  6948 
French  Paintings  and 
Drawings  from  1 700  to  1 900. 
Victorian  Paintings  and 
Art  Nouveau 


FINEART  SOCIETY 
LIMITED 

148  NEW  BOND  STREET, 
W.1 

01-629  5116 

British  Art  of  the  1  8th  to  20th 
Centuries, 

Paintings,  Watercolours, 
Drawings  and  Sculpture 

FOLIO  FINEART 

6  STRATFORD  PLACE, 
W1N  OBH 
01-493  9041 

CABLES:  FOLIOS.  LONDON 

Master  Prints  and  Drawings, 
Classical  Antiques, 
Manuscripts,  Miniatures, 
Documents,  Autographs, 
Regular  Catalogues 

FORES  LTD. 

123  NEW  BOND  STREET, 
W.1 

01-629  5319 

CABLES:  SEROPICS  LONDON 

Old  and  Modern  Sporting 
Paintings,  Drawings  and 
Prints 

FROST  &  REED  LTD. 

41  NEW  BOND  STREET, 
W.1 

01-629  2457 

CABLES:  PARNASSUS:  LONDON 

1 8th  - 1 9th  Century  English 
and  Dutch  Paintings, 
Contemporary  English  and 
Modern  French  Paintings 

FRY 

58  JERMYN  STREET. 
ST.  JAMES'S,  S.W.1 
01-493  4496 

CABLES'  FRYART.  LONDON 

English  Watercolours  and 
Drawings  of  the  1 8th  and 
1  9th  Centuries 

FURNEAUX  GALLERY 

23  CHURCH  ROAD, 
WIMBLEDON.  S.W.19 
01-946  4114 

Paintings  and  Watercolours 
by  living  British  Artists 

GROSVENOR  GALLERY 

30  DAVIES  STREET.  W.1 
01-629  0891 
20th  Century  Masters, 
Contemporary  Paintings, 
Sculpture  and  graphics, 
specialising  in  Italian, 
Russian,  Czech  and  Chinese 
Art 


CYRIL  HUMPHRIS  LTD. 

23  OLD  BOND  STREET,  W.1 
01-629  6240 

Sculpture  and  Works  of  Art 


KAPLAN  GALLERY 

6  DUKE  STREET, 
ST.  JAMES'S.  S.W.1 
01-9308665 
French  Impressionist 
Paintings 

LEFEVREGALLERY 

30  BRUTON  STREET,  W.1 

01  -629  2250 

19th  and  20th  Century 
French  Paintings 

MADDEN  GALLERIES 

77  DUKE  STREET, 
GROSVENOR  SQ..W.1 
01-493  5854 

French  Impressionists,  post 
Impressionists  and  living 
French  Painters  and 
Sculptors 

MARLBOROUGH  FINE 
ART  LTD. 

39  OLD  BOND  STREET,  W.1 
01-629  5161 

CABLES:  BONDARTOS.  LONDON 

French  Impressionists  and 
Important  20th  Century 
Paintings,  Finest  Old 
Masters 

MARLBOROUGH  NEW 
LONDON 

17-180LD  BONDST.,W.1 
01-629  5161 

CABLES:  BONDARTOS.  LONDON 

Contemporary  Paintings  and 
Sculpture,  Modern  Graphics 
THE  MOORLAND 
GALLERY 

23  CORK  STREET.  W.1 
01-734  6961 
Sporting  and  Natural 
History  Pictures  and  Prints, 
from  the  1 8th  Century  to 
present  day 

ENGRAF  &  HERNER 

OLD  MASTERS  GALLERIES 

62  SOUTH  AUDLEY  ST.,  W.1 
01-629  0223 

CABLES:  OLD  GALL.  LONDON 

Fine  Old  Master  Paintings 
from  the  1 4th  - 1  8th  Century 
HAL  O'NIANS 

6  RYDER  STREET, 

ST.  JAMES'S.  S.W.1 

01-930  9392 

Old  Master  Paintings  and 

Drawings 

THE  PARKER  GALLERY 

2  ALBEMARLE  ST..  W.1 
01-499  5906 

Marine.  Military, 
Topographical  and  Sporting 
Paintings,  Prints  and 
Watercolours,  Old  Maps, 
Ship  Models  and  Curios 

MARJORIE  PARR 
GALLERY 

285  KINGS  ROAD,  S.W.1 
01-352  0768 
20th  Century  Paintings, 
Sculpture  and  prints 


DAVID  PEEL  &  CO.  LTD. 

2  CARLOS  PLACE. 
MOUNT  ST.,  W.1 
01-493  3161 
European  Works  of  Art 

P.  POLAK 

21  KING  STREET, 

ST.  JAMES'S,  S.W.1 

01-930  9245 

English  and  Continental 

Paintings  of  the  1  9th 

Century  and  Early  English 

Watercolours 

RUPERT  PRESTON  LTD. 

17  KING  STREET, 
ST.  JAMES'S.  S.W.1 
01-9301794 
Specialists  in  Early 
Marine  Paintings 

SPINK  &  SON  LTD. 

5-7  KING  STREET, 
ST.  JAMES'S.  S.W.1 
01-930  7888 

CABLES:  SPINK  LONDON 

Coins,  Medals,  Oriental  Art, 
European  Glass  and 
Porcelain,  Glass 
Paperweights,  English 
Paintings,  Drawings,  Silver, 
Furniture 

ARTHUR  TOOTH  & 
SONS 

31  BRUTON  STREET.  W.1 
01-499  6741 

CABLES:  INVOCATION.  LONDON 

Old  and  Modern  Pictures  of 
International  Value  for 
Private  Collectors  and 
Public  Galleries 

TRYON  GALLERY 

41/42  DOVER  STREET,  W.1 
01-493  5161 

Sporting  and  Natural  History 
Pictures  and  Prints 

DENNIS  VANDERKAR 
GALLERY 

8  DUKE  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  6994 
Dutch  and  Flemish  Old 
Masters 

CHRISTOPHER  WADE 
GALLERY 

28  BRUTON  STREET,  W.1 
01-499  0298/9 

CABLES:  PARNASSUS.  LONDON 

Fine  Paintings  of  the  1 7th 
and  1 8th  Centuries  and 
Works  by  modern  artists 

WILDENSTEIN  &  CO.  LTD 

147  NEW  BOND  ST.,  W.1 
01-629  0602 

CABLES:  NAVILD  LONDON 

Old  Master  and 
Impressionist  Paintings 
and  Drawings 


HEIM 

59  JERMYN  STREET, 
ST.  JAMES'S.  S.W.1 
01-493  0688 

CABLES:  HEIMGAL.  LONDON 

Old  Master  Painrngs  and 
Sculptures 
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Set  of  four  antique  English  silver  candlesticks 
fitted  with  Sheffield  Plate  branches.  Cande- 
labra 19"  high;  candlesticks  IIV2"  high.  City 
of  Sheffield  1801/1802,  John  Green  &  Co. 


The  Ultimate  in 

Rare  Antique  Silver 
and  Fine  Porcelains. 


fJCMJOOOOOOOOOOOCXJOOOt 


Pair  of  Old  Sheffield  circular  three-light  candelabra. 
By  Matthew  Boulton.  c.  1790 
One  of  a  set  of  four  rare  Old  Sheffield  Wine  Coolers,  c.  1800 


Visit  our  extensive  Showrooms 

and  inspect 
our  magnificent  collection  of 
Antique  English  and  Irish  Silver 
Old  Sheffield  Plate 
Victorian  Silver  and  Plate 
Porcelain  •  Crystal  •  Antique  Jewelrj 

Shipments  continuously  arriving. 
On  display  at 

ine  Antiques  3nc, 

Bertram  A.  Wine 

667  Madison  Avenue, 
Suite  1006, 
NEW  YORK.  N.Y.  10021. 
Telephone:  (212)  759-5685 
Direct  Importers 

Members  of  the  Art  and  Antique  Dealers  League 
of  America, 
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DOLPHIN  GALLERIES 

SANTA  BARBARA,  CALIFORNIA 


Oil  on  Canvas        GIOVANNI  BATTISTA  VITALI  (1632-1692)  -93  x  29  in. 

Famous  Violinist  and  Composer,  whose  music  had  far-reaching  influence  throughout  Europe, 
especially  in  the  trio-sonata  forms  ot  Purcell,  Corelli,  Vivaldi  and  J.  S.  Bach. 

by 

Ferdinand  Bol  (Signed)  1616-1680 

17th  and  1  8th  Century  Masters 
ORIENTAL  ANTIQUES  -  FINE  PERIOD  FURNITURE  -  PORCELAIN 

125-3  Coast  Village  Road 
Santa  Barbara,  California  93103 
tel. :  80  r-969-  co26 


SILVER  AND  GOLD  BOXES 


FINE  ANTIQUE 


CONTINENTAL  SILVER 


J.  KUGEL 

7,  RUE  DE  LA  PAIX,  PARIS 
Tel:  OPE  61.04 


OBJETS  DE  VERTU 


OLD  WATCHES 


MINIATURES 


Very  fine  Spanish  silver-gilt  ewer,  ea.  1580 
Valladolid,  maker's  mark  Sitos,  height  18  em. 


H.M.Poliner^ 
Antiques 
Gallery 


Mythological  Silver  Surtout 

Bearing  the  first  standard  mark 
of  Paris  circa  1838.  Central  figure 
25"  high,  30"  wide,  21"  deep. 
Weight  672  Troy  oz. 

(Subject  to  prior  sale.) 

1263  East  Las  Olas  Boulevard 
Ft.  Lauderdale.  Florida  33301 
Phones:  Ft.  Lauderdale  (305)  522-2053 
Miami  (305)  944-4152 


FRANK  CARO 


Blue  and  White  plate 

14th  century 
Diameter  12}  inches 


41  EAST  57th  ST.,  NEW  YORK  •  PL,  3-2166 


BOOKS 


ART 

AT 

AUCTION 

edited  by 
Philip  Wilson 

Art  at  Auction  deals  with  the  1  968-1  969  season — of  paintings. 
objets  d'art.  antiques  and  books  sold  at  Sotheby's  in  London 
and  Parke-Bernet  in  New  York.  It  provides  a  comprehensive 
view  of  collecting  trends  in  today's  international  art  market. 

and  is  a  valuable  and  permanent  record  for  the  amateur  and 
connoisseur  alike.  Lavishly  illustrated  in  full  colour  with  high- 
quality  photographs.  £5. 

Published  by  Macdonaid  / 


o- 


Samuel  Palmer 
and  his  Etchings 

BY  RAYMOND  LISTER 

The  first  study  of  the  etchings  that  seriously  relates  them  to 
Palmer's  life  and  his  other  works,  drawing  on  material 
hitherto  unpublished  or  now  out  of  print. 
With  39  black-and-white  illustrations  and  a  coloured 


frontispiece. 


FABER  &  FABER 


70/- 


The  Sandars  Lectures  for  1963-4 

Visible  Words 

A  Study  of  Inscriptions  in  and  as  Books  and 
Works  of  Art 

JOHN  SPARROW 

How  far  can  the  eye  play  a  part  in  the  appreciation  of  a 
work  of  literature  ?  Mr  Sparrow  traces  the  development 
of  the  inscription  as  a  literary  form  and  as  a  motif  in 
painting,  architecture  and  sculpture  in  Renaissance  and 
post-Renaissance  Europe.  £7  net 

CAMBRIDGE  UNIVERSITY  PRESS 


EUROPEAN  BRONZE  STATUETTES 


^  European  'Bnut^fStaluims 


Li 


25s.  (by  post  27s.  6d.) 
From  all  good  booksellers  or  front 

THE  PUBLISHING  DEPT. 
THE  NATIONAL  MAGAZINE  Co.Ltd. 
22  ARMOURY  WAY.  LONDON  SW18 
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A  Dictionary  of  Irish  Artists 
(Two  volumes) 


W  G  STRICKLAND 

8vo  Vol  1  xiv  598  pp  Vol  2  xii 
728  pp  150  portraits  Dublin  1913. 
With  a  critical  Introduction  by  Theo 
Snoddy. 

The  standard  comprehensive  reference 
work  on  Irish  artists  based  on  a  wide 
range  of  sources  including  eighteenth- 
and  nineteenth-century  newspapers. 
This  is  an  essential  reference  work  long 
out  of  print. 

The  author  included  in  his  work 
biographies  of  many  persons  whose 
importance  was  not  confined  to  the 
fine  arts  but  extended  to  applied  art 
and  design.  He  also  gave  an  account  of 
Irish  art  institutions. 


SBN  7165  0021  3 
7165  0557  6 


£26 


Illuminated  Manuscripts  in  Hungary 

edited  by  ILLONA  BERKOVITS 

12|  /  9\  in  194  pp  including  45  full-colour  plates,  49  black-and-white 
illustrations,  bibliography  and  index. 

This  volume  is  undoubtedly  the  first  of  its  kind,  and  presents  by  means  of  text 
and  illustrations  an  epitome  of  Hungarian  illuminated  miniature  art  in  the 
Middle  Ages  and  the  Renaissance. 

SBN  7165  0310  7  £9  9s 

Byzantine  Enamels 

KLAUS  WESSEL 

Large  4to  21 1  pp  plus  23  colour  plates  and  1 1 1  black-and-white  illustrations, 
slip  case,  coloured  jacket. 

The  first  authoritative,  specialized  study  of  this  particular  art  form :  a  compre- 
hensive selection  of  important  pieces  illustrates  the  development  of  the  art  of 
enamel  from  the  fifth  to  the  thirteenth  century  in  the  light  of  the  most  recent 
scientific  findings. 

SBN  7165  0623  8  £8  8s 

Byzantine  Wall  Painting  in  Asia  Minor 

MARCELLRESTLE 

3  volumes;  large 4to;  84 colour  plates,  478  black-and-white  illustrations,  97  ground 
plans,  drawings  and  6  maps ;  bibliography,  notes  and  index ;  boxed ;  coloured 
jackets. 

The  churches  and  chapels  of  Asia  Minor,  ancient  heartland  of  the  Byzantine 
Empire,  house  a  treasury  of  medieval  frescoes.  In  view  of  the  progressive 
deterioration  of  the  cave  churches  of  the  area,  the  documentary  value  of  this 
publication  cannot  be  overestimated. 
Vol  17165  0624  6  Vol  1 1  7 1 65  0625  4  Vol  1 1 1  7 1 65  0626  2. 


Three  volumes  7165  0332  8 

Orders  and  enquiries  from  North  America  to 

IRISH  UNIVERSITY  PRESS  INC.,  2  Holland  Avenue,  White  Plains, 
New  York  10603,  and  from  elsewhere  to:  141  Thomas  Street,  Dublin  8. 


£26  5s 


BERRY-HILL  GALLERIES 

743  FIFTH  AVE.,  NEW  YORK  10022 

PLaza  3-8130 
Cables:  Berryhill  New  York 


CONSTANTIN  GUYS 
Wash  Drawing  8{ "  X  I2|" 
Framed  and  matted  10  '    C  20 ' 


Illustrated  catalogue  raisonne 
of  the  painter 

ARMAND  GUILLAMIN 

1841  -  1927 
by 

Messrs.  Serret-Fauveau,  Raymond  Schmit 
and  Dominique  Fabiani,  is  in  preparation. 


Anybody  possessing  canvases,  water-colours 
or  drawings  by  this  artist,  is  kindly  requested 
to  send  information  and  photographs  to 


GALERIE  SERRET-FAUVEAU 


\  M.  Roulcvard  llaussman  -  Paris  V  I  He. 
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Georgian  Table 


A  good  early  George  III 
mahogany  single-leaf  tabic, 

on  cabriole  legs 
with  clubfeet.  Circa  1750. 

Height  28  in.,  top  28  in. 

Wakefield  Seearee  Galleries 

DIRECT  IMPORTERS 

FRANCHISED  DEALERS  FOR  DOUGHTY 
AND  BOEHM  BIRDS  AND  CYBIS  PORCELAINS 

( We  welcome  your  requests  for  specific  models) 

Open  every  day  9  a.m-5  p.m. 

Closed  Sundays. 
Telephone  :  (502)  ME  3-4382 
Visit  our  Subterranean  Silver  Vault 

HISTORIC  SCIENCE  HILL 
SHELBYVILLE,  KENTUCKY 

on  BOTH  main  roads 
(U.S.  60  and  1-64) 
between  Louisville  and  Lexington 


Member  of  the  Art  and  Antique 
Dealers  League  of  America,  Inc. 


ARPAD  ANTIQUES,  INC. 


Chest  of  drawers  -  39  in.  long,  20  in.  deep,  34  in.  high; 
the  front  of  serpentine  shape;  ogee  bracket  feet.  All  of  a 
brilliantly  figured  hirchwood  of  rich  honey-brown  colour - 
New  England,  c.  1770. 

On  the  chest  -  a  garniture  of  3  covered  vases,  13  in.  tall, 
brilliantly  decorated  in  Famille  Rose  colours  panelled  on  a 
blue  ground,  the  necks  with  a  band  of  pink  and  yellow 
lotus  leaves.  Chinese,  Chien  Lung  period. 

Silversmiths  for  Antique  Silver 

3125  M  Street,  N.W. 
Washington,  D.C.  20007  (202)  FE  7-3424 
Member:  Appraisers  Association  of  America 


ANTIQUE  ORIENTAL  RUGS 


Outstanding  selection  of  rare  pieces  in  room 
size,  small  size  or  runners.  Collector's  pieces. 


CAUCASIAN 

KAZAK 

CABISTAN 

CUBA 

DAGHESTAN 

CHICHI 

KARABAGH 


TURKISH 

GHIORDES 

KULA 

OUSHAK 

HEREKE 

BERGAMO 

LADIK 


PERSIAN 

KERMAN 

SEHNA 

KASHAN 

TABRIZ 

FERAGHAN 

SHIRAZ 


TURKOMEN 

TEKKE 

AFGHAN 

SAMARKAND 

KHIVA 

KHACHLI 


46  years  of  dealing  in  Antique  Oriental  Rugs 

R.  R.  Markarian 
c/o  A.  B.  Closson  Jr.  Co. 

4th  &  Race  Streets 
Cincinnati,  Ohio  45202 
513-621-1536 
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First  of 
its  kind 

The  most  up-to-date  record 
of  world  art  sales  in  one 
complete  annual. 

The  first  Connoisseur  Art  Sales 
Annual  is  now  available. 

It  incorporates  the  last  complete 
season's  sales  of  all  the  leading  British. 
American,  Continental  and  Asian 
auction  rooms.  More  than  17,000  oil 
paintings,  pastels  and  gouaches  sold 
for  £100  ($240)  and  over  between 
September  1968  and  July  1969  are  listed 
alphabetically  by  artists'  names. 

It's  so  easy-to-use,  with  its  modern 
format,  details  of  dimensions, 
descriptions  of  pictures  and  with  all 
currencies  converted  to£s  and  $s. 
Graphs  from  the  Times-Sotheby  Index 
are  included  to  show  long-term  price 
trends.  And  there  is  a  chapter  by- 
Christopher  Wood  of  Christie's  which 
analyses  price  movements  and  suggests 
artists  to  watch  if  you  buy  for 
investment. 

No-one  who  buys  paintings  can 
afford  to  be  without  the  1969  C(  >NN<  )ISSEUR 
art  sales  annual  -  the  most  extensive 
record  of  art  auction  sales  in  the  world  - 
available  only  from  the  publishers  of  THE 
CONNOISSEUR  magazine. 

Write  today  for  a  descriptive  leaflet, 
or  send  a  cheque  with  your  order. 
To:  THE  CONNOISSEUR, 
CHKSTERGATE  HOUSE,  VAUXH ALL 
BRIDGE  R<  )AD,  LONDON  SW1. 

Price  (post  free):  £9.9.0  (U.S.  $2:!).  Airmail 
price:  £12.6.0.  (U.S.  $29.50). 

Please  make  cheque  or  draft  payable 

to  THE  CONN'OISSL!  k 


s  ... 

Specializing 
in  old 
French  Paperweights 

l8th  and  early  igth  century 
Collectors  Items  in  glass, 
ceramics,  silver  and  porcelain 

J^ouis 
J^yons 


215  EAST  OSth  STREET, 
NEW  YORK,  N.Y.  10021 
Telephone:  212  LE  5-9488 
By  Appointment 


...,J  Ah1 


Cxiiisburg  &  Levy 


qA  merican 
and  \Dnglish 

Qs±ntiques 


o/^lanc  de  chine 
figures  of  Fukien 
porcelain  about  1720 
at  right  a  Dutch 
merchant  with 
monkey.  At  left  the 
Virgin  Mary  and  child 
as  Kuan  Yin  12 "  and 
15"  respectively. 


ANTIQUARIANS  SINCE  1901 

815  Madison  Avenue,  New  York,  N.Y.  10021 
Telephone  (212)  RH  4-1352 
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Miniature  from  the  Codex  The  Apocalypse  of  St.  John 
Painted  at  St.  Albans,  England,  c.  1250 

MASTERWORKS  OF  MEDIAEVAL  AND 
RENAISSANCE  PAINTING  IN 
MANUSCRIPTS 


January  jO  -  February  27 


H.  P.  KRAUS 

16  List  46th  Street    •     New  York,  N.Y.  10017 
212  -  MU  7-4808 


SOTHEBY'  S 


(Affiliated  Company:  Parke-Bernet  Galleries  Inc) 


LONDON 

Sotheby  &  Co. 
34/35  New  Bond  Street, 
London,  W1 A  2AA 
Telephoned  -493  8080 
7"e/ex.London  24454 
re/eff/'ams.  Abinitio,  London 

SCOTLAND 

Duncan  McLaren 

1 9  Castle  Street,  Edinburgh  2 

Telephone:031-226  5438 

NEW  YORK 

Parke-Bernet  Galleries  Inc. 
980  Madison  Avenue,  New  York 
10021 

Telephoned  2-879-8300 
Telex.Hew  York  222643 
Te/egrams:Paikga\,  New  York 
Sotheby's  of  London  Ltd 
980  Madison  Avenue,  New  York 
10021 

Telephoned  2-758-2891 
re/effra/ns.Abinitio,  New  York 

CALIFORNIA 

Sotheby's  of  London  Ltd 
The  Executive  Life  Building.  Suite 
904 

9777  Wiltshire  Boulevard 
Beverly  Hills,  California  9021 0 
Telephoned  3-274-7329 
7e/ex:677120 

FRANCE 

Representative  for 
Sotheby  &  Co. 
&  Parke-Bernet  Galleries  Inc. 
Valentin  Abdy  8  Ruede  Duras, 

Paris  8e 
Telephone:An]ou  2599 

GERMANY 

Representative  for 
Sotheby  &  Co. 
&  Parkd-Bernet  Galleries  Inc. 
Valentin  Abdy 

Galerie  Strasse6a,  Munich  22 
Telephone:292252 

AUSTRALIA 

Sotheby  &  Co.  (Australia)  Pty.  Ltd 
1 3th  Floor,  Princes  Gate, 
171  Flinders  Street 
Melbourne,  Victoria  3000 
7"e/ep/?o/7e;Melbourne  63  6643 
7"e/e<7/,dms:Abinitio,  Melbourne 

CANADA 

Sotheby  &  Co.  (Canada)  Ltd 
176  Yonge  Street,  Toronto  1 , 

Ontario 
Telephone:  (41 6)  861-6761 
Te/egrami;  Abinitio,  Toronto 

ITALY 

Representative  for 

Sotheby  &  Co. 

&  Parke-Bernet  Galleries  Inc. 

A.  Chesne  DauphlniS 

42r  Lungarno  Corsini 

50123  Florence 
7e/ep/)one:24264 

LEBANON 

Representative  for 

Sotheby  &  Co. 

&  Parke-Bernet  Galleries  Inc. 

Mounir  Atallah,  Eldorado  Buildings 

Appt.  31 0,  Hamra  Street,  Beirut 

Telephoned  1 50  and  257970 

re/epra/ns.Auctionart,  Beirut 

SOUTH  AFRICA 

Representative  for 
Sotheby  &  Co. 
&  Parke-Bernet  Galleries  Inc. 
R.  H.  Cassirer 

P.O.  Box31010.  Braamfontein 
Johannesburg,  South  Africa 
7e/ep/?one.Johannesburg  724-5967 

SWITZERLAND 

Representative  for 

Sotheby  Et  Co. 

&  Parke-Bernet  Galleries  Inc. 

J.  C.  Willie  in  partnership  with 

Alfred  Schwartzenbach, 

1 8  Bleicherweg,  8002  Zurich 

7"e/«!p/?«je:(010  41  51)  250011 


will  hold  the  following  sales  in 
January,  each  sale  beginning  at 
11  a.m.  unless  otherwise  stated. 

On  view  at  least  two  days  prior 
All  catalogues  post  free 


Wednesday,  7th  January 
Eighteenth  and  Nineteenth 
Century  Paintings 

Cat.  1s.  (5p) 


Thursday,  8th  January 
English  and  Foreign  Silver 
and  Plate 

Cat.  Is.  (5p) 


Thursday,  8th  January 
at  1 1 5  Chancery  Lane,  W.C.2 
(Hodgson's  Rooms) 
English  Prints  1700-1 850 


Friday,  9th  January 
English  and  Continental 
Furniture,  Clocks,  Rugs  and 
Carpets 

Cat.  1s.  (5p) 


Monday,  1 2th  January 
Greek  and  Russian  Icons 
and  Objects  of  Vertu 

Cat.  1s.  (5p) 


Tuesday,  1 3th  January 

English  Pottery  and  Porcelain 

III.  Cat.  3s.  (15p) 


Wednesday,  14th  January 
Old  Master  Paintings 

Cat.  Is.  (5p) 


Thursday,  1  5th  January 

Fine  English  and  Foreign  Silver 

and  Plate 

///.  Cat. 


Thursday,  1  5th  January,  at  2.30  p.m. 
Eighteenth  and  Nineteenth 
Century  Drawings 

Cat.  1s.  (5p) 


Friday,  1 6th  January 
English  and  Continental 
Furniture,  Glass,  Pictures, 
Stevengraphs,  Works  of  Art, 
Rugs  and  Carpets 
Cat.  Is.  (5p) 


Monday,  19th  January 

English  and  Continental  Glass 

///.  Cat. 


Monday,  1 9th  January,  at  2.30  p.m. 
Egyptian,  Western  Asiatic, 
Greek,  Etruscan  and  Roman 
Antiquities,  Islamic  Pottery  and 
Metalworks  and  Indian 
Sculpture 
Cat.  Is.  (5p) 


Tuesday,  20th  January,  at  1 0.30  a.m. 
Japanese  Works  of  Art 


Wednesday,  21  st  January 
Eighteenth  and  Nineteenth 
Century  Paintings 

Cat.  1s.  (5p) 


Thursday,  22nd  January 
English  and  Foreign  Silver 
and  Plate 


Thursday,  22nd  January  at  1 0.30  a.m. 
Fine  Jewels 

///.  Cat. 


Friday,  23rd  January 
Good  Continental  Furniture, 
Works  of  Art,  Tapestries,  Good 
Rugs  and  Carpets 

///.  Cat. 


Monday,  26th  January,  and  the 
following  day 
Printed  Books 


Monday,  26th  January 

Fine  French  Paperweights 

///.  Cat. 


Tuesday,  27th  January,  at  1 0.30  a.m. 
and  2.30  p.m. 
Continental  Ceramics 

///.  Cat. 


Tuesday,  27th  January 
Old  Master  Etchings, 
Engravings  and  Woodcuts 


Wednesday,  28th  January 
Old  Master  Paintings 


Wednesday,  28th  January, 
at  10.30  a.m. 

Gold  and  Silver  Coins  and  other 
Artifacts  from  the  Wreck  of  the 
Association  Part  1 1  and  a  small 
and  important  Collection  of  Gold 
Coins 
///.  Cat. 


Thursday,  1 9th  January 

English  and  Foreign  Silver  and 

Plate 


Friday,  30th  January 
English  and  Continental 
Furniture,  Clocks,  Rugs  and 
Carpets 

Cat.  Is.  (5p) 


Monday,  2nd  February,  and  the 
following  day 
Printed  Books 


Monday  2nd  February,  at  2.30  p.m. 
Good  Scientific  Instruments, 
Watches  and  Clocks 

///.  Cat. 


Tuesday,  3rd  February 
Japanese  Swords  and 
Sword  Fittings 


Wednesday,  4th  February 
Eighteenth  and  Nineteenth 
Century  Paintings 


SOTHEBY'  S 

MONDAY,  26th  JANUARY 

FINE  GLASS  PAPER W EIGHTS 

the  property  of  Mrs  M.  Barbee,  N.  Bradbury,  Esq., 
and  other  owners 

Illustrated  Catalogue 


A  Baccarat  bouquet  weight,  3^  inches  A  St.  Louis  butterfly  weight,  3^  inches  A  St.  Louis  close  millifiori  cruciform  weight. 

2i  inches 
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The  COMPLETE 

Encyclopaedia  of  Antiques 


THE  COMPLETE  ENCYCLOPEDIA  OF 

ANTIQUES 


960  pages  text 

512  pages  monochrome 
plates 

Glossaries  of  terms 
at  the  end  of 
every  section 

Compiled  by 
The  Connoisseur 

Edited  by  L.  G.  G.  Ramsey 

IOS.  [£4.  16.  o  post  paid  from 
The  Publishing  Department, 
The  National  Magazine  Co.,  Ltd., 
22  Armoury  Way,  London,  SW18] 


'the  most  comprehensive  & 
authoritative  single-volume 
work  of  reference  in  its  field' 


George  II  Snuffer  and  Tray, 
made  in  London  1743. 

From  our  Snuffer  by  John  White, 

New  York  Collection.  Tray  by  Paul  Lamerie. 

W  eight.  14.95  oz- 
length  of  Tray  7J  ins. 


J.  SHRUBSOLE  LTD  S.  J.  SHRUBSOLE  CORP 

3  MUSEUM  STREET,  LONDON  WC1  01-405  2712           104  EAST  57th  STREET,  NEW  YORK  10022.  PLAZA  3-8920 

ember  of  the  British  Antique  Dealers'  Association  Member  of  the  National  Antique  and  Art  Dealers'  Association  of  America 
ne  minute  from  the  Museum 
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A  pair  of  outstandingly  fine  early  George  II  octagonal  castors 

of  superb  colour  and  weight  and  with  the  unusual 
feature  of  having  the  alternate  sides  incurving.  The  slip-on 
covers,  one  pierced  and  one  "blind",  are  delicately  engraved 

with  trellis-work  and  medallions  enclosing  classical  busts. 
The  bodies  are  each  engraved  with  a  double  cypher  under  an 

earl's  coronet. 

London,  date  1730.  Height:  6J  ins.  Weight:  20  ozs.  12dwts. 

The  double  cypher  is  that  of  Baptist  Noel,  4th  Earl  of 
Gainsborough,  who  was  born  in  1708  and  died  in  1750. 
It  is  quite  extraordinary  that  the  maker  of  these  fine  castors 
should  not  have  struck  his  mark  upon  them  but  they  are 
extremely  similar  in  form  to  two  sets  of  three  castors  made  for 
John,  1st  Earl  of  Bristol,  by  Paul  de  Lamerie  in  1723  and 
exhibited  recently  at  the  exhibition  of  National  Trust  Silver  in  York. 


By  appointment 
to  Her  Majetly  The  Queen 
Mtdalhits 


By  appointment 
to  H  R  H.  The  Duke  o/  Ed,r.bu,sh 
Medallutlt 


SPINK  &  SON  LTD.,  KING  STREET  ST.  JAMES'S,  LONDON,  S.W.I.  TELEPHONE:  01-930  7888,  (24  Hours)  CABLES:  SPINK  LONDON,  S.W.I. 

Permanent  Agent  in  Scotland:  Major  General  I.  A.  Robertson  c.b.,  m.b.e.,  Brackla  House,  Nairn,  Scotland 
Coins  Medals  &  Orders      Oriental  Art   ■   European  Glass  &  Porcelain    •    Classical  Antiquities        English  Silver    •    English  Furniture   •   English  Paintings  &  Drawings 


Elizabethan  portraits 
at  the  Tate 


WILLIAM  VAUGHAN 


THE  current  exhibition  at  the  Tate  Gallery,  'The  Elizabethan 
Image',  offers  an  unprecedented  opportunity  to  experience 
and  study  the  painting  of  that  period.  Since  the  early  years  of  this 
century  much  research  has  been  done  to  unearth  the  names  and 
works  of  many  Elizabethan  artists,  but  these  have  never  before 
been  the  subject  of  an  exclusive  showing.  Now,  through  the 
selection  made  by  Dr.  Roy  Strong,  Director  of  the  National 
Portrait  Gallery  and  acknowledged  expert  on  the  period,  it  will 
be  possible  to  appreciate  the  styles  and  personalities  of  these 
painters  and  to  discover  many  unsuspected  qualities  in  their 
works. 

In  previous  exhibitions,  Elizabethan  painting  has  tended  to  be 
obscured  by  other  aspects  of  the  period.  The  encyclopaedic 
'Royal  House  of  Tudor'  held  at  the  New  Gallery  in  1890  con- 
tained 573  portraits.  Yet  no  more  than  a  handful  of  them  bore 


any  kind  of  attribution,  and  it  is  not  surprising  to  find  contem- 
porary reviewers  devoting  their  energies  almost  exclusively  to  a 
consideration  of  the  armour,  furniture  and  other  applied  arts 
that  were  exhibited.  In  T926,  the  Burlington  Fine  Arts  Club's 
exhibition  of  later  Tudor  Art  contained  a  far  more  critical  selec- 
tion of  works,  yet  again  their  impact  was  largely  lost  through  the 
inclusion  of  so  many  other  kinds  of  material.  A  further  exhibi- 
tion, 'The  Reign  of  Queen  Elizabeth'  at  Grosvenor  Square, 
London,  in  1933  still  failed  to  establish  Elizabethan  painting— so 
much  so,  in  fact  that  one  reviewer  could  flatly  state  of  it  that  'The 
visual  arts  wavered  in  a  hesitating  manner  between  the  worst 
excesses  of  the  late  gothic  and  the  first  tentative  and  unintelligent 
striving  after  the  Renaissance'. 

Since  the  last  war,  Elizabethan  painters  have  fared  rather  better. 
The  miniaturists  Nicholas  Hilliard  and  Isaac  Oliver  regained  their 


I.  Hans  Eworth.  Frances  Brandon,  Duchess  of  Suffolk  and  Adrian  Stokes,  dated  1559,  oil  011  panel,  19  27  inches.  Collection  Colonel  J.  C.  Wynne-Finch. 
Eworth,  court  painter  to  Mary  I,  combined  an  immaculate  technique  with  shrewd  powers  of  observation.  In  this  painting  Frances  Duchess  of  Suffolk, 
granddaughter  of  Henry  VII  and  mother  of  Lady  Jane  Grey,  is  portrayed  with  her  second  husband  whom  she  married  soon  after  her  first  husband's  ex- 
ecution. He  was  fifteen  years  her  junior  and  her  former  Master  of  the  Horse. 
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William  Larkin  (attributed  to). 
Edward  Sackville,  4th  Earl  of  Dor- 
set, c.  1613,  oil  on  canvas,  80  X  47 
inches.  Reproduced  by  permis- 
sion of  the  Trustees  of  the  Estate 
of  the  late  Countess  of  Suffolk 
and  Berkshire.  This  artist  shows 
one  of  the  happiest  combina- 
tions of  the  new  and  the  old,  for 
while  he  has  adopted  the  tradi- 
tional full-length  format  that 
was  reintroduced  into  Britain  in 
the  Jacobean  era,  he  has  managed 
to  retain  a  strongly  decorative 
treatment  of  the  details. 
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2.  William  Scrots.  Henry  Howard,  Earl  of  Surrey, 
c.  1550,  oil  on  canvas,  87  ■;  86  inches.  Collection 
The  Duke  of  Norfolk.  This  is  a  magnificent 
example  of  mannerist  court  portraiture,  which 
flourished  briefly  in  England  in  the  middle  of  the 
century.  Surrey  leans  on  a  broken  pillar  which 
symbolises  the  early  death  of  this  ill-fated  poet 
and  courtier,  who  was  executed  on  a  charge  of 
treason  in  1547. 


reputations  with  the  Milliard  exhibition  at  the  Victoria  and 
Albert  Museum  in  1-947,  and  more  recently,  in  1965,  Hans 
Eworth  was  given  a  definitive  showing  at  Leicester  and  at  the 
National  Portrait  Gallery.  It  still  remained,  however,  for  the 
main  body  of  Elizabethan  painters  to  become  known  to  a  wider 
public,  and  it  is  to  be  hoped  that  the  present  exhibition  will  estab- 
lish the  qualities  of  painters  like  Marcus  Gheeracrts  the  Younger, 
Robert  Peake,  George  Gowcr  and  William  Larkin. 

An  overwhelming  majority  of  the  paintings  exhibited  are 
portraits,  for  this  was  the  main  field  of  activity  of  these  artists. 
One  would  be  wrong,  moreover,  to  see  this  as  a  limitation.  It  is  a 
long  way  to  the  age  of  Reynolds  and  the  pursuit  of  the  Grand 
Manner,  and  there  is  reason  to  believe  that  English  painters  of 
the  sixteenth  century  not  only  made  their  living  by  portraiture, 
but  also  considered  it  their  highest  aspiration. 

'Now  know  that  all  painting  imitateth  nature  or  the  life  in 
cverthing',  wrote  Nicholas  Hilliard  in  his  'Arte  of  Limning', 
'.  .  .  but  of  all  things  the  perfection  is  to  imitate  the  face  of  man- 
kind.'  'Story  worke'  was  to  him  a  much  less  demanding  ami 
intriguing  occupation  than  the  observation  of  the  features  and 
expressions  of  his  contemporaries.  It  was  a  decorative  accessory 
to  be  used  in  pageants  and  allegorical  portraits,  or  to  be  carved  on 
tombs  by  the  master  mason. 

The  central  position  of  portraiture  in  Elizabethan  art  reveals 
much  about  the  nature  of  the  age.  Religious  art,  w  hich  hail 
previously  been  the  dominant  genre,  was  abruptly  discontinued 
throughout  Northern  Europe  as  a  result  of  the  iconoclastic  zeal 


of  the  reformer's  religions.  In  England,  the  new  absolutist 
monarchy  gained  a  tighter  hold  over  all  aspects  of  public  life, 
and  in  religion  the  personality  of  the  ruler  to  a  large  extent  re- 
placed traditional  emotional  ties.  Geoffrey  Whitney  expressed 
the  change  succinctly  in  his  'Choice  of  Emblemes'  (1586),  w  here 
a  church  spire  overgrown  with  ivy  is  used  as  a  symbol  of  religious 
dependance  on  the  crown.  Under  these  circumstances  the  por- 
trait of  the  monarch  assumed  a  new  importance,  and  it  was  for 
this  reason  that  both  Henry  VIII  and  Elizabeth  I  so  rigorously 
fostered  and  controlled  the  propagation  of  the  royal  image. 

But  if  the  portrait  suddenly  assumed  importance  as  a  vehicle  of 
royal  propaganda,  it  also  found  a  wider  application.  Both  nobles 
and  gentry  became  anxious  to  have  their  appearances  recorded  for 
reasons  ranging  from  sheer  vanity  to  the  desire  lor  a  stern 
'Memento  Mori'.  The  sccularity  and  precarious  independence  of 
Elizabethan  England  led  to  a  self-awareness  evident  in  the  poetry 
of  the  age  and  such  crazes  as  the  fascination  for  genealogies,  and 
produced  in  painting  both  the  intimate  record  of  the  miniature 
and  the  public  statement  of  the  full  scale  portrait. 

The  evolution  of  an  'Elizabethan  style'  in  painting  occurred 
slowly,  for  the  disturbed  years  preceding  Elizabeth's  accession  in 
1  5 5 <S  had  destroyed  both  the  mediaeval  tradition  of  church  art 
and  the  patronage  of  the  Renaissance  court  of  Henry  VIII. 
Painting  had  become  diverse  and  fragmentary.  Some  native 
artists,  like  fohn  Bcttcs  the  elder,  clung  closely  to  the  style  of 
I  lolbein,  while  painters  from  abroad  brought  in  new  elements. 
William  Scrots,  who  had  formerly  been  painter  to  Margaret, 
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3.  John  Bettes  the  Younger.  Unknown  Girl,  aged  Twenty,  dated  1587,  oil  on 
canvas,  37  X  30  inches.  Collection  St.  Olave's  Grammar  School.  Bettes  was 
one  of  a  group  of"  artists  who  emerged  during  the  middle  years  of"  Queen 
Elizabeth  I's  reign  and  drew  their  inspiration  from  Hilliard.  This  work, 
signed  I.B.,  is  the  only  fully  documented  work  by  Bettes. 


4.  Nicholas  Hilliard.  George  Clifford,  3rd  Earl  of  Cumberland ,  c.  1590,  minia- 
ture, 10  7  inches.  The  National  Maritime  Museum,  Greenwich.  The 
revival  of  the  full-length  portrait,  which  occurred  in  the  last  years  of  the 
sixteenth  century,  was  started  by  Hilliard,  who  invested  these  miniatures 
with  a  new  poetry  and  decorativeness.  Here  he  has  colourfully  represented 
the  courtier  and  sea  adventurer  George  Clifford  in  his  jousting  clothes. 
Wearing  the  Queen's  glove  in  his  hat  to  indicate  his  position  as  her  cham- 
pion, this  painting  is  believed  to  commemorate  the  tilting  of  17th  Novem- 
ber, 1590,  when  Clifford  assumed  this  role. 


Regent  of  the  Netherlands,  introduced  the  mannerist  court  por- 
trait while  Hans  Eworth,  the  favourite  artist  of  Mary  I,  concen- 
trated on  achieving  shrewd  likenesses.  Finally,  in  the  1560s  and 
70s,  the  influence  of  the  French  school  of  Fontainblcau  made  it- 
self felt- — a  reflection  of  the  renewed  contacts  between  the  French 
and  English  courts. 

It  was  not  until  Nicholas  Hilliard  reached  maturity  in  the  late 
1 5 70s  that  a  coherent  manner  emerged.  Working  mainly  in 
miniature,  his  style  formed  the  basis  of  a  new  aesthetic  which  was 
to  affect  paintings  of  all  sizes.  His  work,  which  took  as  its  depar- 
ture the  miniatures  of  Holbein,  shows  a  strange  mixture  of 
Mediaeval  and  Renaissance  attitudes;  bodies  and  clothes  become 
flattened  intricate  patterns,  while  faces  arc  delineated  with  great 
attcntiveness  and  sensitivity. 

Gradually,  in  the  hands  of  painters  like  George  Gowcr, 
Hicronimus  Custodis  and  John  Bettes,  this  style  spread  and  for 
some  twenty  years  enjoyed  an  unrivalled  ascendance  in  court 
circles.  In  the  1590s  it  began  to  lose  ground  to  the  group  of 
Flemish  emigre  painters  who  had  settled  in  London  after  the 
religious  persecutions  in  the  Netherlands.  But  even  these  painters 
— such  as  Marcus  Gheeracrts  the  Younger,  John  de  Critz,  and 
Isaac  Oliver — took  over  many  aspects  of  the  style,  and  it  was  not 
until  the  arrival  of  a  later  influx  of  Flemings — Mytcns,  Van 
Somcr,  Van  Dyck,  and  Rubens — that  painting  in  England  began 
to  move  back  into  line  with  developments  on  the  Continent. 


If  the  present  exhibition  brings  out  the  stages  of  the  growth 
and  decline  of  this  style,  it  will  also  make  clear  a  more  physical 
phenomenon  that  accompanied  it.  This  is  the  gradual  increase  of 
the  size  of  the  paintings  themselves,  which  resulted  in  the  re- 
emergence  of  the  life-size,  full-length  portrait  around  1590.  The 
full-length  portrait  was  first  commonly  used  in  court  portraits 
throughout  Europe  in  the  middle  of  the  century,  but  it  had  never 
been  as  popular  as  it  was  now  to  prove  in  England.  These  vast 
canvases  dominated  the  long  galleries  of  late  Elizabethan  and 
Jacobean  mansions  and  by  their  sheer  increase  of  scale  gave  the 
style  of  Hilliard  a  new  meaning.  The  emphasis  moved  away  from 
facial  characterization  and  decorative  charm  towards  the  bearing 
and  surroundings  of  the  sitter — to  an  exposition,  in  fact,  of  his 
social  standing  and  authority. 

It  is  difficult  to  give  clear  reasons  why  this  change  should  have 
taken  place  towards  the  end  of  Elizabeth's  reign.  It  was  un- 
doubtedly facilitated  by  the  construction  of  the  long  galleries 
themselves.  But  this  cannot  have  been  more  than  a  partial  cause, 
for  one  finds  the  full-length  portrait  first  emerging  in  the  min- 
iatures of  Hilliard  where  no  such  physical  considerations  can 
have  had  any  influence.  A  more  basic  reason  was  probably  the 
change  of  mood  that  came  over  Elizabethan  society,  the  growing 
sense  of  restlessness  and  futility  after  the  glorious  Armada  years 
which  encouraged  the  extravagance  and  recklessness  of  men  like 
Essex  and  Cumberland.  The  full-length  portraits  of  this  period 
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5-  Marcus  Gheeracrts  the  Younger.  Robert  Devereux,  2nd  Earl  of  Essex, 
1596,  oil  on  canvas,  84  50  inches.  Collection  The  Duke  of  Bedford, 
photograph  by  courtesy  The  Mellon  Foundation  for  British  Art.  One  of 
the  finest  full-lengths  by  Gheeraerts,  it  was  probably  painted  as  a  result  of 
one  of  Essex's  few  successful  exploits,  the  burning  of  Cadiz  in  1596.  This 
would  explain  the  burning  town  in  the  background  and  also  the  beard 
which  Essex  grew  during  this  expedition.  In  painting  his  subject  Gheeraerts 
successfully  conveys  a  mixture  of  elegance  and  bravado  that  captures  the 
spirit  of  the  1590s. 

certainly  fitted  in  with  this  mood,  and  it  was  precisely  the  more 
colourful  and  daring  members  of  society  who  caused  themselves 
to  be  depicted  in  this  manner.  Thus  one  finds  a  type  of  portrait 
that  had  once  been  the  prerogative  of  royalty  and  the  higher 
nobility  becoming  the  commonplace  of  military  adventurers. 
Earlier  in  the  century  these  men  had  themselves  painted  infor- 
mally, as  when  Sir  John  Luttrell  was  depicted  by  Hans  Eworth 
struggling  naked  through  the  sea,  but  now  they  gave  their  pro- 
fession the  air  of  gentility.  So  by  contrast,  Captain  Thomas  Lee, 
the  Irish  soldier  who  ended  up  on  the  scaffold  with  Essex,  is 
represented  by  Gheeraerts  in  a  refined  pose  at  full-length.  He 
stands  in  a  wooded  glade  with  one  foot  set  slightly  forward,  his 
helmet  resting  on  his  elbow  and  lance  supported  on  elegantly 
extended  fingers.  Even  his  dress  is  romanticised,  being  related,  as 
Dr.  Yates  has  pointed  out,  to  the 'Hybernus  Miles'  of  Boissard's 


6.  Marcus  Gheeraerts  the  Younger.  Unknown  lady  in  fancy  dress,  c.  1590- 
1600,  oil  on  canvas,  85]  X  53^  inches.  Reproduced  by  gracious  permission 
of  Her  Majesty  Queen  Elizabeth  II.  This  is  an  unusual  painting  in  that  the 
wistful  love-lorn  subject  is  female  and  also  because,  before  Gheeraerts, 
such  intimacy  of  sentiment  had  rarely  been  expressed  outside  miniature 
painting.  The  sonnet  at  the  base  of  the  painting  complements  the  mood 
of  the  figure  whose  exotic  dress  derives  from  the  Virgo  Persica  in  Bois- 
sard's 'Habitus  Variarum  Orbis  Gentium'  (1581). 

costume  book  'Habitus  variarum  Orbis  Gentium'  (1581). 

If  Hilliard  created  the  prototype  for  this  kind  of  portrait  with 
his  miniature  of  the  third  Earl  of  Cumberland  in  jousting  livery, 
( Jheeraerts  is  the  artist  with  whom  this  genre  is  most  closely 
connected.  The  son  of  a  Flemish  emigre  artist,  Gheeraerts  was 
aware  of  both  the  Flemish  and  English  traditions  of  painting  and 
drew  on  both  for  his  magnificent  full-lengths  of  the  1590s.  His 
portrait  of  Essex  is  still  a  flattened  icon,  yet  the  intricate  decorative 
quality  of  Hilliard's  work  has  given  way  to  a  quieter  mood. 
Instead  of  bright  colours  there  are  refined  silver  tonalities  and  a 
pervading  sense  of  dignity.  It  is  difficult  to  realize  at  first  that  this, 
like  the  Captain  Thomas  Lee,  is  a  military  portrait  and  celebrates 
one  of  Essex's  few  successful  exploits,  the  burning  of  Cadiz. 

Above  all,  Gheeraert  portraits  excelled,  like  those  of  Hilliard, 
in  their  sense  of  fantasy  and  it  is  this  that  distinguishes  them  from 
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all  previous  full-length  portraiture.  Moreover  the  court  portraits 
of  the  middle  of  the  century  w  ere  intended  as  imposing  symbols 
of  power  rather  than  elegance.  The  later  paintings  were  no  more 
court  paintings  in  this  sense  than  the  great  Elizabethan  'prodigy 
houses'  were  court  architecture,  for,  unlike  her  father  Queen 
Elizabeth  was  not  a  magnificent  patron  of  the  arts.  She  had 
neither  the  financial  resources  nor,  apparently,  the  inclination  to 
make  use  of  the  visual  arts  beyond  the  pageantry  and  control  of 
royal  images  that  was  obligatory  for  any  respectable  monarchy. 
But,  as  with  so  many  other  aspects  of  her  government,  her 
femininity  led  to  the  extension  of  her  influence  beyond  her  own 
direct  action.  Her  position  as  a  woman  in  control  of  a  predomi- 


nantly male  court  (which  led  J.  E.  Neale  to  describe  her  as  'the 
hostess  to  the  most  exclusive  of  men's  clubs')  led  to  the  establish- 
ment of  a  courtly  love-idyll  between  her  and  her  subjects  which 
grew  in  later  years  into  the  concept  of  her  as  'gloriana'.  Her 
courtiers  not  only  flattered  her,  but  also  had  it  incumbent  on 
them  to  take  initiatives  of  gallantry  in  a  way  that  would  never 
have  occurred  with  a  male  monarch.  Thus  patronage  in  the  arts 
tended  to  come  less  from  the  Queen  herself  than  from  rival  fact- 
tions  within  the  court,  who  vied  with  each  other  to  compliment 
her  in  the  same  way  as  they  ruined  themselves  in  their  attempts  to 
improve  their  homes  and  entertain  her  during  her  royal  pro- 
gresses. Most  of  the  full-length  portraits  were  commissioned  by 


7.  Marcus  Gheeracrts  the  Younger.  Queen  Eliza- 
beth I  (the  Ditchlcy  portrait),  c.  1592,  oil  011 
canvas,  95  60  inches.  The  National  Portrait 
Gallery,  London.  This  is  the  grandest  portrait  of 
Elizabeth,  yet  the  tone  is  at  the  same  time  flat- 
tering and  fanciful.  It  is  traditionally  supposed 
to  have  been  painted  to  commemorate  Eliza- 
beth's visit  to  Sir  Henry  Lee  at  Ditchlcy  in  1592. 
The  sonnet  on  the  cartouche  gallantly  compares 
the  powers  of  the  elements  to  those  of  the  Queen. 


her  subjects,  and  even  the  grand  'Ditchlcy  Portrait'  of  the  Queen 
herself  apparently  originated  in  this  manner.  Nothing  could  be 
further  from  the  circumstances  surrounding  the  origin  of  Hol- 
bein's potent  image  of  her  father.  This  portrait  of  Henry  VIII 
was  intended  as  a  part  of  a  mural  symbolising  the  power  of  the 
Tudors  in  the  Royal  Council  Chamber.  Elizabeth's  portrait  is 
also  an  expression  of  her  power,  but  the  subject  is  treated  as  a 
poetic  analogy  rather  than  as  an  imposing  statement. 

This  type  of  portrait  rapidly  declined  after  the  accession  of 
James  I  in  1603.  The  new  king's  wife,  Anne  of  Denmark,  who 
was  a  great  lover  of  ceremony  and  pageantry,  reintroduced  a 
high  level  of  royal  patronage,  establishing  a  practice  that  was  to 
be  greatly  extended  by  her  sons  Henry  and  Charles.  Gradually 
the  arts  in  England  became  more  outward  looking  and  the  in- 
fluence of  Flanders  and  Italy  began  to  make  itself  felt.  In  miniature 
painting  Nicholas  Hilliard  was  superseded  by  Isaac  Oliver,  while 
the  full-length  portraits  set  against  fanciful  backgrounds  gave 
way  to  the  more  common  type  of  court  portrait  in  which  the 
figure  stands  in  an  interior,  frequently  resting  his  hands  on  a 
convenient  chair  or  table  and  surrounded  by  s  /ags  of  curtains. 


9.  Isaac  Oliver  (attributed  to).  Henry,  Prince  of  Wales,  c.  1610,  oil  on  canvas, 
90  X  86  inches.  Collection  Mrs.  Tritton.  This  painting  of  the  elder  son  of 
James  I  and  Anne  of  Denmark  is  traditionally  attributed  to  Isaac  Oliver, 
who  is  known  to  have  painted  a  large  portrait  of  Prince  Henry.  It  is  one  of 
the  first  equestrian  portraits  painted  in  England,  and  was  probably  inspired 
by  engravings  brought  over  from  Germany  and  Flanders.  Prince  Henry, 
before  he  died  at  the  age  of  eighteen,  fostered  a  circle  of  artists  (including 
Inigo  Jones)  and  founded  a  collection  of  paintings  that  provided  a  starting 
point  for  his  younger  brother  Charles'  artistic  activities. 


8.  William  Larkin  (attributed  to).  Lady  St.  John  Bletsoe,  c.  1615,  oil  on 
canvas.  Collection  J.  J.  Eyston,  Esq.  The  sombre  silhouette  in  this  'Mem  2n- 
to  Mori'  is  given  additional  strength  by  the  sharp  contrast  between  back- 
ground and  foreground.  Quite  probably  the  background  was  added  by  a 
Netherlandish  painter.  Certainly  the  details  of  the  landscape  are  not 
English,  and  the  soft  style  of  painting  contrasts  sharply  with  the  harder 
form  in  the  foreground. 

Yet  despite  these  new  elements,  painters  like  Robert  Peakc  and 
William  Larkin  still  managed  to  give  their  paintings  a  flat 
appearance.  Indeed,  their  peculiar  ability  for  turning  space- 
forming  devices  into  decorative  patterns  is  one  of  their  principal 
charms. 

In  the  second  decade  of  the  sixteenth  century  these  painters 
were  ousted  from  royal  service  by  the  more  up-to-date-artists 
from  Flanders,  but  many  of  them  continued  to  paint  in  English 
provincial  centres  up  to  the  outbreak  of  the  Civil  War.  Since 
then  they  have  passed  into  an  obscurity  that  has  only  recently 
begun  to  lift.  Even  now,  however,  they  arc  most  often  assessed  in 
terms  of  their  Continental  contemporaries  and  seen  as  one  of  the 
most  far-flung  manifestations  of  mannerism.  In  this  exhibition, 
where  so  many  examples  of  their  work  are  brought  together,  they 
will  perhaps  emerge  as  something  more  than  tins,  and  take  their 
place  as  the  first  independent  school  of  British  portraiture. 

/  am  most  grateful  to  Dr.  Strong  for  allowing  me  to  look  at  the 
proofs  of  his  recent  hook,  'The  English  Icon',  bejore  writing  this  article. 
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io.  Robert  Pcake  the  Elder  (attributed  to).  Sir 
JVilliiim  Pope,  1st  Earl  of  Dowtie,  c.  1605.  Collec- 
tion The  Viscount  Cowdray.  With  the  Jacobean 
age  the  full-length  painting  became  less  fanciful. 
A  new  awareness  of  Continental  developments 
led  many  practitioners  of  the  Hilliard  manner, 
like  Peakc,  to  attempt  a  new  gravity  of  style.  In 
this  painting  the  figure  is  set  against  a  real  vista 
of  a  courtyard  seen  under  an  arch,  and  there  is 
a  new  simplicity  and  realism  in  the  costume 
painting.  But  the  wooden  pose  recalls  earlier 
full-length  portraits. 


Mr  Henry  Willett  and  his 
English  pottery 


DEREK  ROGERS 


TO  celebrate  the  opening  of  Brighton  Art  Gallery  and 
Museum  in  1873,  a  local  brewer  and  collector  of  catholic 
taste,  Mr.  Henry  Willett,  himself  largely  responsible  for  the 
event,  lent  some  of  his  pictures  and  most  of  his  pottery.  He  was 
later  constrained  to  sell  some  of  the  pictures — notably  Ghirlan- 
daio's  profile  portrait  of  Giovanna  degli  Albizzi  now  in  the 
Von  Thysscn  Collection — but  continued  to  add  to  the  pottery 
collection. 

Willett's  benefaction  was  the  more  notable  in  view  of  his  loss 
in  the  disastrous  fire  at  the  Alexandra  Palace  Exhibition  of  that 
year,  to  which  he  had  lent  72  pieces.1  It  is  noteworthy  that  a 


third  of  these  illustrated  some  aspect  of  English  life.  Evidently 
it  was  at  this  time  that  he  was  evolving  the  personal  and  original 
theme  which  was  later  to  dominate  his  policy.  The  subjects 
portrayed  on  them  came  thereby  to  interest  him  more  than  the 
ware  or  factory.  Hence  the  wealth  of  dates,  inscriptions,  illus- 
trations and  portraits. 

He  stated  himself:  'Tins  collection  has  been  made  ...  in 
development  of  the  notion  that  the  history  of  a  country  may  be 
traced  on  its  homely  pottery  .  .  .  The  divisions  have  been  chosen 
because  of  the  greater  human  interest  which  they  represent'.2 
The  collection  was,  in  fact,  also  described  as  'illustrating  English 


nfi'1  M  r  , 


I.  A  wall-light,  yellow-glazed,  of  which  there  is  another  in  the  British 
Museum  and  another  at  Truro  Museum,  possibly  made  by  Caspar  Andries 
and  Guy  Janson  at  Norwich  in  the  1570s.  The  letters  A.M.,  here  hidden  by 
the  candles,  still  escape  interpretation. 


2.  Caudle-pot,  or  'groaning-pot'  in  Bristol  delft  of  about  1760,  with 
chinoiserie  decoration  chiefly  in  manganese. 


1 '  > 
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3-  Tortoiseshell-ware  arbour  group  of  about  1740, 
of  a  gentleman  courting  a  lady. 


4.  Lovers  seated  beneath  a  tree,  a  white  salt-glaze  group  of  the  1730s. 


popular  history'.3  In  this  respect  it  has  a  continental  counterpart 
in  the  'faience  parlante'  of  such  factories  as  Nevers  and  Rouen. 

The  display  followed  the  dictates  of  the  collector's  purpose. 
The  first  cases  contained  pieces  representing  'Royalty  and 
Loyalty'  (No.  i  and  colour  plate),  'Hero  Worship'  and  'The 
Napoleonic  Scare — Statesmen — Polities'.  Others  had  to  share 
'Officials'  with  'Murders'  (No.  10)  and,  less  surprisingly  perhaps, 
'Bacchanalian'  (No.  6)  with  'Domestic  Incidents'  (Nos.  2,  3  &  4). 
Evidently  because  the  supply  of  English  pottery  became  ex- 
hausted, the  later  cases  stray  into  Rhodian  ware,  Persian  tiles  and 
Oriental  enamels.  A  Summary  Guide  issued  in  1879  reflects  the 
character  of  this  ill-assorted  assembly.  The  following  year  a 
writer  criticised  both,  stating:  'The  collection  seems  to  be  at 
present  in  a  totally  unarranged  and,  to  a  great  extent,  in  an 
uncatalogued,  condition,  the  small  and  superficial  catalogue 
being  quite  inadequate  to  its  purpose'.4 

The  collection  grew  meanwhile  and  to  such  an  extent  as  to 
attract  the  attention  of  another  collector,  who  was  also  a  museum 
curator.  Willett  had  met  Sir  Augustus  W.  Franks,  keeper  of 
ceramics  at  the  British  Museum,  probably  in  1873  at  the  Alex- 
andra Palace  Exhibition;  certainly  in  1874  when  Willett  presented 
the  British  Museum  with  a  Wrotham  candlestick  of  165 1.  In 
1887  Franks  visited  Willett  in  Brighton  and,  such  was  Willctt's 
collection  by  that  year  that  he  recommended  to  his  Trustees  its 
purchase  for  his  own  museum.  Fortunately  for  his  home  town 
Willett  compromised,  ceding  176  pieces  to  the  British  Museum 
but  retaining  the  rest  for  Brighton.5  Their  friendship  evidently 
extended  to  mutual  admiration.  Willett  named  Franks  first 
among  those  to  whom  he  dedicated  his  Summary  Guide  of  1879. 
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Franks,  in  turn,  wanted  his  own  gift  of  18X7  to  the  British 
Museum  to  be  shown  with  acquisitions  of  the  same  year  from 
Willctt's  collection. 

In  view  of  the  rebuilding  and  enlargement  of  Brighton 
Museum,  which  occurred  in  1900-02,  Henry  Willett  lent  his 
collection  to  the  Victoria  &  Albert  Museum  and  it  was  displayed 
at  Bethnal  Green.  It  is  a  credit  to  the  industry  of  its  curator  of 
ceramics  at  that  time  that  although  the  collection  was  on  loan 
for  only  three  years,  a  catalogue  was  issued  in  1X99,  which 
still  serves.  Willett  gave  some  pieces  to  that  museum  also. 

On  the  return  of  the  collection  in  1902  to  Brighton's  now 
reconstructed  museum,  it  was  presented  to  the  museum,  on 
certain  very  reasonable  conditions.  It  was  again  displayed  as  it 
had  been  earlier,  under  the  heading  of  the  subject  portrayed, 
still  following  Willctt's  theme.  It  is  a  measure  of  changing  taste 
that,  three  years  later,  a  year  before  Willett  died — so  that  he 
could  have  seen  it — the  display  brought  forth  adverse  comment. 
Frank.  Frccth6  wrote:  'The  juxtaposition  of  specimens  made  at 
different  epochs  and  different  factories  is,  at  first  sight,  discon- 
certing .  .  .  The  eye  is  not  easily  reconciled  to  seeing  a  very  rare 
piece  of  salt-glaze  ware  standing  "cheek  by  jowl"  with  a  common 
jug  or  mug  of  the  Victorian  era  .  .  .'  In  fact,  although  Willctt's 
idea  was  a  welcome  one  in  the  imagination  of  a  collector,  the 
transfer  of  the  collection  to  a  museum  revealed  the  undesirability 
of  a  literary  motif  dictating  the  display.  This,  partly  owing  to  the 
war,  survived,  even  so,  until  1950  when  an  arrangement  of 


9.  Bow  coloured  and  gilt  figure  of  a  Thames  waterman  wearing  the 
Doggett  coat  and  badge. 
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10.  A  Staffordshire  chimney  ornament  commemorating  the  'Red  Barn 
Murder'  of  1827 — so  supplying  the  date  1827  28  tor  this  piece — with 
figures  of  W.  Corder  and  Maria  Marten. 


wares  consonant  with  newer  ideas  was  adopted.  Each 
present  26  cases  is  now  devoted  to  an  aspect  of  English  « 
production,  an  improvement  of  Clifford  Musgravc's. 

Most  techniques,  such  as  stoneware,  slip-ware,  dclft-ware,  and 
painted  and  printed  creamware,  are  well  represented;  tin 
Astbury  and  Whieldon  coloured-glaze  ware  particularly  so  and 
the  Staffordshire  chimney  ornament  best  of  all.  The  collection's 
one  weakness  in  respect  of  wares,  probably  because  of  the  lack 
of  English  allusions,  is  the  absence  of  any  example  of  the  work 
of  the  Elers  brothers  or  their  followers.  Though  Willett  con- 
centrated on  pottery,  he  did  not  exclude  porcelain.  The  Bow 
inkwell7  with  Vernon's  name  is  possibly  the  rarest  item  of  this 
kind  (see  also  colour  plate  and  Nos.  7  &  8). 

An  important  aspect  of  Willett's  collection  lies  in  the  fact 
that  he  was  buying  chiefly  between  1870  and  .iyoo,  that  is, 
before  forgeries  became  rife.  Specimens  from  the  collection  can 
therefore  be  taken  as  genuine.  This  has  been  of  great  assistance 
to  later  collectors,  notably  the  curators  of  American  museums. 

The  collection,  or  the  best  of  it,  covers  three  centuries  of 
English  ceramic  production,  roughly  from  1550  to  1850,  and  the 
historical  allusions  embodied  in  the  decorations  richly  illustrate 
English  life  of  that  period.  America,  with  which  country 
English  lite  was  as  much  concerned  then  as  now,  though  dif- 
ferently, is  referred  to  in  the  'England  and  America'  section  in 
nearly  fifty  pieces.  The  fact  that  in  spite  of  the  display  by  w  in  s. 
Willett's  original  idea  still  shows  through  in  the  individual  items 
lends  additional  charm  to  both.  The  collection  has  remained 
unique  and  uniquely  fascinating. 


II.  A  pair  of  spill-holders  from  'Conviviality  and  Teetotalism',  probably  by  Obadiah  Sherratt.  The  group  inscribed  'Teetotal'  may  be  the  earliest 
instance  of  the  use  of  this  word,  first  recorded  in  the  Oxford  English  Dictionary  in  1834. 


12.  Staffordshire  group  of  about  1810-1820,  probably  by  Obadiah  Sherratt, 
of  a  bull  attacked  by  two  dogs. 


NOTES 

1  The  rarest,  if  correctly  catalogued,  were  an  earthenware  bust  and  a  porcelain 
mug,  both  by  Dwight  of  FuLhani;  and  a  piece  from  the  still  unsubstantiated 'hand 
of  Count  de  Lauraguais. 

2  Introduction  to  the  V.  &  A.  (Bcthnal  Green)  catalogue,  1899.  This  retained  the 
earlier  plan  but  the  headings  were  amended  and  expanded,  e.g.  'Bacchanalian'  be- 
coming 'Conviviality  and  Teetotalism'  (Nos.  6  &  11),  and  'Hero  Worship'  be- 
coming 'Military  Heroes'  (see  colour  plate  and  No.  7)  and  'Naval  Heroes'. 

3  Ibid.,  title  page. 

1  'Notes  and  Queries',  March,  1880. 

6  The  splitting  of  duplicates  assisted  the  sharing.  Examples  include  the  stoneware 
'Iron  Pear  Tree'  pitchers  and  the  salt-glaze  Oxfordshire  election  mugs. 
0  The  Connoisseur,  June,  1905. 

'Lent  to  the  Britisli  Museum  exhibition  of  Bow  porcelain,  1966-67. 


13.  Group  showing  Mr.  Hector  Munro  being 
carried  off  by  a  tiger,  probably  made  by  Obadiah 
Sherratt  about  1800-1810.  Munro,  the  son  of  Sir 
Hector  Munro  and  apparently  a  civilian,  was 
big-game  hunting  with  English  army  friends  on 
Saugor  Island  in  1792  when  he  was  seized  by  a 
tiger.  His  friends  rescued  him  but  he  died  the 
next  day.  The  ruler  of  Mysore,  Tipu  Sahib,  used 
the  incident  for  his  mechanical  'Man-tiger-organ' 
which  the  British  captured  at  Seringapatam  in 
1799  and  which  is  now  in  the  Victoria  &  Albert 
Museum. 


16 


William  Jackson  of  Exeter 


organist,  composer  and  amateur  artist 


IAYES 


LOVERS  of  Gainsborough  must  always  have  been  curious 
about  William  Jackson  (No.  i)  a  musician  at  Exeter  who  was 
the  fortunate  recipient  of  some  of  the  artist's  most  delightful  and 
uninhibited  letters.  Not  only  was  he  one  of  Gainsborough's 
closest  friends;  he  later  wrote  a  memoir  which  contains  the  most 
valuable  first-hand  impression  we  have  of  Gainsborough's 
character  and  personality,1  and  he  was  one  of  Gainsborough's 
very  few  'pupils',  instructions  for  drawing  being  supplied  on 
occasion  (and  fortunately  for  us)  by  correspondence.  Sir  George 
Beaumont  pronounced  that  'as  a  painter  Jackson  was  below 
mediocrity',2  but  Gainsborough  himself  had  greater  regard  for 
his  friend's  abilities  with  the  pencil,  as  he  once  declared:  'You 
have  more  of  the  Painter  than  half  those  that  get  money  by  it,  that 
I  will  swear,  if  you  desire  it,  upon  a  Church  Bible'.3  His  work  was 
accepted  at  the  Royal  Academy;  and  Jackson  tells  a  story  of  a 
painting  he  had  given  to  Gainsborough  'which  was  sold  in  his 
sale  and  occasioned  many  guesses  at  the  painter'.4  It  is  clear  that 
he  was  more  than  just  a  'fan-painter',  but  what  exactly  was  his 
achievement  as  an  artist?  Is  it  possible  to  reconstruct  his  oeuvre, 
and  are  there  works  that  pass  as  Gainsborough  which  are  actually 
bv  Jackson?  And  what  manner  of  man  was  he,  one  should  per- 
haps ask  first,  that  he  should  become  so  intimate  with  Gains- 
borough? 

Jackson  was  two  or  three  years  younger  than  Gainsborough, 
being  born  in  1730,  the  son  of  a  grocer  in  Exeter.  He  started  to 
have  lessons  in  music  at  the  age  of  twelve,  and  in  1748  went  up  to 
London,  where  he  studied  under  John  Travers,  the  organist  of 
the  Chapel  Royal.  Obliged  to  return  home  when  his  studies  be- 
came too  great  an  expense  for  his  father,  he  took  up  teaching,  an 
occupation  he  greatly  enjoyed,  as  he  candidly  confessed  later, 
because  it  had  led  him  'chiefly  among  the  young  &  often  the 
beautiful  of  the  other  sex'.5  About  1753  or  54  he  married  a  certain 
Miss  Bartlett  of  Exeter,  by  whom  he  had  two  sons  and  a  daughter, 
and  in  1755  he  first  made  a  name  for  himself  as  a  composer  with  a 
set  of  twelve  songs  which  were  instantly  popular  and  performed 
everywhere.  'I  depended  upon  tune',  he  wrote;  'to  this  I  added 
expression  (hitherto  not  much  attended  to),  and  choice  of  words, 
which  had  never  before  been  considered  as  essential  to  the  effect 
of  vocal  music'.6  From  these  principles  he  never  departed.  He 
also  began  to  paint,  recollecting  in  his  Autobiography  that  'it  was 
about  the  year  1757  that  I  first  attempted  landscape  painting  in 
oil,  but  being  perfectly  ignorant  of  the  mechanical  part,  my  pic- 
tures, though  not  deficient  in  design  and  tone  of  colour,  were  ill- 
painted.  I  continued  in  this  bad  way  for  many  years,  nor  did  I 
ever  receive  a  hint  from  any  artist  of  my  acquaintance  how  to 
correct  my  touch'.7  Not,  that  is  tosay,  until  he  met  Gainsborough, 
at  Bath. 

It  was  through  Samuel  Collins,  the  miniature  painter,  that  he 
became  acquainted  with  Gainsborough;  and  this  introduction 
must  have  been  effected  soon  after  1760,  as  Collins  left  Bath  for 
Dublin  in  about  1762. 8  The  acquaintanceship,  once  formed,  was 
no  doubt  strengthened  by  a  mutual  friendship  with  the  Linleys: 


Ozias  Humphry  tells  us  that  'Mr  Gainsborough  lived  in  great 
Intimacy  with  this  Family,  who  (Gainsborough  )was  passionately 
fond  of  Music  as  well  as  Painting,  and  never  fail'd  to  communicate 
useful  Hints,  or  good  general  Instruction.  The  Elegies  of  M" 
Jackson  of  Exeter  were  then  newly  compos'd,  and  had  never 
been  publickly  performed,  who  was  therefore  frequently  with 
them,  for  the  purpose  of  assisting  at  the  Rehearsals,  and  explaining 


1.  John  Downman  (1750  1824).  Portrait  of  William  fackson  of  Exeter  (1730- 
1803).  Canvas,  24^  X  17^  inches.  Derek  Lockett,  Swettenham,  Cheshire. 


2.  William  Jackson  (1730- 1803).  Wooded  Land- 
scape with  Figures  and  Goals.  Signed  in  mono- 
gram and  dated  1763.  Canvas,  40  X  50^  inches. 
Sir  John  Kennaway,  Bt.,  Ottcry  St.  Mary, 
Devonshire. 


his  Ideas  .  .  .'9  Jackson  regarded  Elizabeth  Linley,  later  Mrs. 
Sheridan,  as  one  of  the  most  beautiful  singers  of  her  age,  her 
'countenance  when  singing — nothing  earthly';10  and  when 
Burney  wrote  his  account  of  the  state  of  music  in  eighteenth- 
century  England  for  his  History,  he  coupled  Jackson's  name  with 
that  of  Thomas  Linley  as  having  'stedfastly  adhered  to  a  style  of 
their  own,  which  seems  to  have  been  formed  upon  the  melodies 
of  our  best  old  English  masters,  and  those  of  the  last  age,  that 
were  most  worthy  of  being  preserved  .11 

Gainsborough  and  Jackson  were  of  considerable  help  to  each 
other  professionally,  lessons  in  painting  and  drawing  being  ex- 
changed for  instruction  in  music.  And  we  find  Gainsborough 
writing:  'I  am  much  obliged  to  you  for  your  last  Letter,  and  the 
Lessons  rcc*?  before;  1  think  I  now  begin  to  sec  a  little  into  the 
nature  of  Modulation  and  the  introduction  of  flats  &  sharps. 
There  never  was  a  poor  Devil  so  fond  of  Harmony,  with  so  little 
knowledge  of  it;  so  that  what  you  have  done  is  pure  Charity.'12 

They  also  shared  an  extra-curricular  delight  in  the  charms  of  the 
opposite  sex.  But  interests  in  common  though  they  undoubtedly 
possessed,  their  friendship  rested  on  a  deeper  community  of  spirit. 
This  may  seem  puzzling  at  first,  like  Gainsborough's  devotion  to 
the  high-minded  Joshua  Kirby,  for  there  was  nothing  wild  or 
bohemian  about  Jackson;  in  fact,  he  was  rather  of  the  opposite 
cast,  'all  regularity  &  Judgment',13  and  one  would  certainly 
have  thought  that  his  literary  pretensions  (which  will  be  touched 
on  later),  and  his  desire  to  be  a  gentleman,  would  have  annoyed 
Gainsborough.  Indeed,  there  were  rumblings  on  the  latter  point: 
'Ever  since  I  have  been  quite  clear  in  your  being  a  real  Genius,  so 
long  have  I  been  of  Opinion  that  you  are  dayly  throwing  your 
Gift  away  upon  Gentlemen  &  only  studying  how  you  shall  be- 
come the  Gentleman  too — now  damn  Gentlemen,  there  is  not 
such  a  set  of  Enemies,  to  a  real  Artist,  in  the  world  as  they  arc,  if 
not  kept  at  a  proper  distance.'11  What  captivated  Gainsborough 
was  the  simple  goodness  of  the  man,  his  gentleness  of  manner, 
generosity,  and  regard  for  what  Gainsborough  called  'truth  and 
Day  light'16  in  all  matters:  'I  shall  always  esteem  your  various 
ami  extensive  Talents,  not  to  mention  what  I  think  still  better 


worth  mentioning,  namely  your  honesty  &  undesigning  plain- 
ness &  openness  of  Soul — They  say  your  Mind  is  not  Worldly,  no 
said  I,  because  its  heavenly.' 10  Something  of  his  character,  as  well 
as  his  trim,  well-groomed  appearance,  comes  out  in  the  port- 
raits: Gainsborough's  own  done  in  1770,  Opic's  of  1783,  Down- 
man's  undated  oil  (No.  i)  and  the  same  artist's  drawing  of  1795. 17 
In  1767  Jackson  wrote  a  cantata  based  on  Milton's  Lycidas, 
as  a  memorial  to  the  young  Duke  of  York  (the  second  son  of 
Frederick,  Prince  of  Wales,  who  died  in  September)  and  this 
work  was  performed  at  Covent  Garden  on  4th  November. 
Jackson  conducted  it  at  Bath  that  same  month,18  but  perhaps 
because  it  was  onl)  intended  .is  oee.1sion.1l  piece,  'it  was  never 
again  put  on  the  stage'.19  Jackson  is  reported  to  have  said  that  he 
'never  wanted  money  in  his  life',20  and  he  was  proud  to  'have 
never  owed  a  shilling',21  but  there  are  indications  that  at  this 
period  he  was  in  search  of  better  income.  In  1768  he  tried  to 
obtain  the  job  of  Receiver  of  the  Land  Tax  in  Devonshire,  and 
Gainsborough  wrote  to  the  Duke  of  Bedford  (who  had  estates 
in  the  county)  to  enlist  his  support:  'Your  Grace  has  doubtless 
heard  his  Compositions  but  He  is  no  Fiddler  your  Grace  may  take 
my  word  for  it;  he  is  extremely  clever  and  good,  is  a  married 
man  with  a  young  Family  and  is  qualified  over  and  over  for  the 
Place.'22 

Not,  however,  succeeding  in  his  application,  he  seems  to  have 
thought  seriously  of  taking  up  painting  professionally.  This  again 
is  evident  from  Gainsborough's  letters,  though  the  crucial  one  is 
unfortunately  undated:  'If  Music  will  not  satisfyc  you  without  a 
Certainty  (which  by  the  by  is  nonsense,  begging  your  pardon,  for 
there  is  no  such  thing  in  any  profession)  then  I  say  be  a  Painter .  .  . 
you  want  a  little  Drawing  &  the  use  of  pencil  &  Colors  which 
I  could  put  into  your  Hand  in  one  Month,  without  medling 
with  your  Head;  I  propose  to  let  that  alone,  if  you'l  let  mine  off 
easy — There  is  a  branch  of  Painting  next  in  Profit  to  Portrait,  and 
quite  in  your  power  without  any  more  drawing  than  1  11  answer 
for  your  having,  which  is  Drapery  &  Landskip  backgrounds, 
perhaps  you  don't  know  that  whilst  a  Face  painter  is  harras'd  to 
death  the  drapery  painter  sits  and  earns  s  or  6  hundred  a  year,  ami 
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laughs  all  the  while.'"  hi  1773  he  was  sent  detailed  instructions 
on  how  to  produce  the  kind  of  varnished  drawings  in  which 
Gainsborough  had  begun  to  specialise  in  the  early  1770s:  'and 
when  you  can  make  a  Drawing  to  please  your  self  by  my  direc- 
tion send  it  to  me,  &  I'll  tell  you  if  they  are  right'.24 

The  patrons  of  Jackson's  work  we  know  something  of  from 
the  pages  of  his  Autobiography.  Lecky,  the  miniature  painter, 
owned  one  picture,  which  he  bought  from  a  dealer,  and  said  had 
belonged  to  Sir  George  Yonge.  Three  others  owned  by  Sir 
George  came  into  the  possession  of  Sir  John  Kennaway,  when  the 
latter  acquired  his  property,  Escot,  near  Ottcry  St.  Mar)',  and 
fackson  tells  us  how  the  auctioneer  put  them  up  as  works  by 
Wilson,  which  superficially  perhaps  they  resembled;  these  pic- 
tures are  fortunately  still  in  the  house.  'Sir  John  Dantze,  Mr. 
Baring,  and  Mr.  White,  of  Exeter,  have  also  some.'25  No  doubt 
some  of  these  patrons  were  parents  of  the  daughters  whom  Jack- 
son taught  music. 

The  basis  of  any  reconstruction  of  Jackson's  oeuvre  must  be  the 
Kennaway  pictures;2"  no  others  are  certainly  documented.  All 
three  are  evening  landscapes,  the  two  smaller  being  more  or  less 
a  pair,  at  any  rate  in  size.  One  of  these  smaller  pictures  is  a  river 
scene,  with  fishermen  dragging  nets,  and  a  ruined  building  on  the 
right;  the  other  is  a  landscape  with  a  woodcutter  crossing  a  bridge. 
Both  have  sunset  effects  (the  latter  picture  being  painted  in  rich 
impasto,  yellowish  at  the  horizon  with  pinks  above),  both  are 
painted  in  grey-green  tones,  and  in  both  the  foliage  is  executed  in 
a  soft,  feathery  touch.  The  large  landscape,  signed  in  monogram 
and  dated  1763  (No.  2) 2 7  is  undoubtedly  the  most  accomplished 
of  the  three,  and  broadly  Wilsonesque  in  composition,  as  may  be 
seen  by  comparing  it  with  the  latter's  Phacthoii  formerly  with 
H.  M.  Luther  (No.  3).  Stylistically,  however,  it  is  much  more 
closely  related  to  the  landscapes  of  an  artist  active  in  the  middle 
decades  of  the  eighteenth  century  whose  work  is  now  almost 
totally  forgotten,  John  Collins.  The  whole  conception  of  this 
sunset  scene,  the  specific  treatment  of  the  foreground  and  the 
gently  mountainous  distance,  as  well  as  the  technique  for  painting 


the  foliage,  can  all  be  paralleled  in  the  landscape  by  Collins  dated 
1753  in  the  Kenneth  Graham  Collection  (No.  4). 

But  there  are  also  some  very  significant  differences  in  approach. 
Where  Collins  has  arranged  Ins  composition  laterally,  in  clearly 
distinct  planes,  Jackson  conducts  the  spectator  into  the  very  depths 
of  his  picture  by  means  of  a  winding  path  articulated  by  little 
animals  and  figures;  and  where  Collins  has  painted  a  firm  horizon 
line,  Jackson  loses  his  distance  in  atmosphere.  It  is  precisely  in 
these  differences  that  the  influence  of  Gainsborough  is  to  be 
detected. 

The  rhythmical  composition,  the  soft  treatment  of  the  terrain 
in  the  middleground  and  distance,  the  pink  highlights  outlining 
the  building  in  the  middleground,  the  glowing  horizon  and  the 
sunlight  breaking  through  the  branches  of  the  trees,  especially 
on  the  right,  all  these  are  features  which  may  be  compared  with 
Lord  Crawford's  landscape  of  this  date  (No.  5) ;  while  the  little 
figures  and  goats  suggested  in  roughly  applied  highlights  can  be 
likened  to  the  milkmaid  who  appears  in  the  background  of  the 
landscape  at  Worcester,  which  probably  dates  from  I763.2S 
Jackson  was  clearly  quick  to  assimilate  some  of  the  essential 
characteristics  of  Gainsborough's  style  into  his  own  work,  which 
remained  however  for  the  moment  fundamentally  in  the  Collins 
tradition. 

Two  other  oil  paintings  may  be  attributed  to  Jackson  on  the 
grounds  of  their  identity  in  style  with  the  Kennaway  landscape. 
One  is  a  small  landscape  at  Chequers,29  which  is  an  exact  copy  of 
one  of  Gainsborough's  varnished  drawings,  now  in  the  Wake- 
field City  Art  Gallery.  The  other  is  a  landscape  with  rustic  lovers, 
of  similar  size,  formerly  in  the  possession  of  G.  P.  Dudley  Wallis, 
Manchester. 

The  rhythmical  treatment  of  the  foliage,  the  softened  silhouette 
of  the  dark  foreground,  the  rather  lumpish  rock  forms  and  the 
scratchy  highlights  in  the  figures  and  animals  characteristic  of  the 
Chequers  picture  (No.  6),  are  features  all  to  be  found  in  different 
parts  of  the  Kennaway  landscape;  while,  if  comparison  is  made 
with  the  original  Gainsborough  at  Wakefield  (No.  7),  the  hand- 


Richard  Wilson  (1712  4  Hz).  Phaethon. 
Canvas,  48  ,    60  inches.  With  H.  M.  Luther. 
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ling  of  the  foliage  is  seen  to  be  lacking  in  vigour  and  the  tree 
trunks  spindly  with  very  finicky  highlights,  Jackson's  deficiency 
in  drawing,  remarked  on  by  Gainsborough,  being  evident  in  the 
modelling  of  the  rocks  and  banks,  and  to  a  certain  extent  in  the 
animals.  A  label  on  the  back  of  the  picture  records  that  it  was 
formerly  in  the  Thomas  Baring  Collection.  Sir  Thomas  Baring 
(1772-1848)  was  the  nephew  of  John  Baring  (1730-1816),  who 
was  a  prominent  merchant  in  Exeter  and  Member  of  Parliament 
for  the  city  for  twenty-five  years,  and  of  Charles  Baring  (1742- 
1 829)  whose  daughter  married  Jackson's  son,  and  one  of  these 
brothers,  probably  the  latter,  is  likely  to  be  the  'Mr.  Baring' 
referred  to  by  Jackson  as  one  of  his  patrons. 

In  the  Dudley  Wallis  picture  (No.  8),  the  treatment  of  the  fol- 
iage and  the  foreground  detail  are  also  similar  to  the  Keimaway 
landscape,  while  the  handling  of  the  figures  and  the  zig-zag 
arrangement  of  the  composition  relate  to  the  landscape  at 
Chequers;  in  this  case,  moreover,  it  is  not  only  the  technical 
characteristics  that  derive  from  Gainsborough  of  the  early  1760s, 
but  the  motifs.  The  pose  of  the  two  donkeys  is  familiar  from  The 
Woodman's  Return  in  the  Houston  Museum  of  Fine  Arts,30  or 
the  little  landscape  owned  by  W.  }.  Mullens,31  while  the  pose  of 
the  rustics  and  their  setting  on  a  grassy  bank  is  taken  directly 
from  the  picture  in  Wharton  Sinkler's  possession.3'-  All  these 
landscapes  Jackson  would  certainly  have  seen  in  progress  in 
Gainsborough's  studio. 

Jackson's  views  on  landscape  painting,  winch  are  broadly  in 
accord  with  his  musical  theory,  were  also  near  enough  Gains- 
borough's. 'In  a  landscape,  it  is  not  sufficient  that  all  the  objects 
arc  such  as  may  well  be  found  together  ...  all  the  circumstances 
should  be  of  the  same  family  •  .  .  Suppose  in  a  landscape  of  Ruys- 
dale  there  were  introduced  the  ruins  of  a  temple;  tho'  a  temple 
may  be  properly  placed  in  a  wood  near  water,  yet  it  does  not  suit 
the  rustic  simplicity  of  the  pictures  of  this  artist.'33  This  theory  of 


the  correct  associations  was  expressed  more  colourfully  by  Gains- 
borough: 'The  lugging  in  objects  whether  agreeable  to  the  whole 
or  not  is  a  sign  of  the  least  Genius  of  anything  ...  if  he  caimot 
master  a  number  of  Objects  so  as  to  introduce  them  in  friendship, 
let  him  do  but  a  few  .  .  .  one  part  of  a  Picture  ought  to  be  like  the 
first  part  of  a  Tune,  that  you  could  guess  what  follows,  and  that 
makes  the  second  part  of  the  Tune.' 34  Jackson  also  rationalised  the 
heightening  of  natural  effects  which  Gainsborough  derived  from 
Rubens  in  the  mid-i76os,  and  carried  further  in  later  years  in  the 
painting  associated  with  Ins  transparencies.  'Everything  must 
have  a  brilliancy  and  agitation  beyond  nature,  if  we  are  to  think 
it  a  representation  of  nature.  It  is  this  principle  winch  has  estab- 
lished fiery  instead  of  warm  colouring — that  makes  the  heighten- 
ing touches  of  trees  red  or  yellow  instead  of  light  green — that 
makes  grey  lulls,  blue — that  makes  a  front  and  side  light  in  the 
same  picture,  and  other  extravagancies.'35 

There  are  no  documented  drawings  by  Jackson,  and  the  sket- 
ches he  made  on  his  continental  tour  (see  below)  have  apparently 
not  survived;  so  that  attributions  of  drawings  can  only  be  based 
on  similarities  with  the  oil  paintings.  The  most  important  exam- 
ple is  the  heavily  varnished  watercolour  of  a  farm  cart  passing  a 
cottage  in  the  possession  of  Mr.  and  Mrs.  Arnold  Whitridge 
(No.  9), 36  which  has  precisely  the  same  touch  in  the  foliage,  the 
same  spindly  tree  trunks,  the  same  finicky  contours,  and  the 
same  weaknesses  in  modelling  rocky  forms  as  in  the  oils,  and 
may  be  attributed  to  Jackson  with  some  confidence.  The  in- 
fluence of  Gainsborough  here  is  equally  plain,  the  penwork 
deriving  from  drawings  such  as  the  woodland  path  owned  by 
Mrs.  Edmund  Wood  (No.  10),  which  was  one  of  the  group 
Gainsborough  presented  to  Lord  Bateman  in  September  1770, 
and  the  motif  of  the  country  cart  being  paralleled  in  a  water- 
colour  dated  1769  in  the  W.  A.  Brandt  Collection  with  winch 
there  are  also  technical  affinities  (incidentally,  Jackson  later 


4.  John  Collins  (active  1749-53)- 
Landscape  with  River  and  Hills. 
Signed  and  dated  1753.  Canvas, 
40  X  48  inches.  Kenneth  Graham, 
London. 
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acquired,  as  a  gift  from  the  artist,  a  small  Gainsborough  oil  with  a 
very  similar  country  cart37).  Another  point  to  be  noticed  is  the 
curious  hiatus  between  the  two  halves  of  the  composition;  this 
can  be  paralleled  in  a  Gainsborough  design  of  roughly  the  same 
date  in  Minneapolis  (No.  n),  which  provides  a  source  for  the 
tree  types  as  well. 

The  well-known  wash  drawing  of  girls  going  to  market  in 
Leeds  (No.  12)  can  also  be  attributed  to  Jackson  with  some  confi- 
dence. The  unconvincing', modelling  of  the  bank  on  the  right, 
the  pedantically  over-careful  contouring  of  the  figures  and  ani- 
mals in  a  very  spidery  line,  the  trick  of  drawing  foliage  in  rather 
long  scallops,  and  the  elongated  cow,  arc  all  features  that  can  be 
paralleled  in  both  the  Chequers  oil  and  the  Whitridgc  water- 
colour.  It  also  combines  (though  they  are  hardly  'introduced  in 
friendship')  different  Gainsborough  motifs  in  the  same  composi- 
tion, which  seems  to  be  characteristic  of  Jackson.  The  two  prin- 
cipal figures  and  the  overhanging  tree  are  derived  from  the 
great  Gainsborough  landscape  dating  from  1773,  now  at 
Royal  Holloway  College,38  while  the  three  cows  grouped  to- 
gether recur  in  a  number  of  late  Bath  canvases.39 

One  other  drawing  which  has  always  puzzled  students  may  be 
noted  in  parenthesis.  This  is  the  small  watercolour  in  the  British 
Museum  (G-g-3-389)40  which  was  presented  by  the  Rev.  C.  M. 
Cracherode  in  1799  and  has  his  inscription  on  the  back:  Batli  \ 
M\  Gainsborough  /  Given  me  by  M':  Sam':  \  Collins,  miniature 
Painter, /who  had  it  of  M'.  Gainsborough.  The  drawing  is  clearly  in 
Gainsborough's  very  early  Bath  style,  but  equally  clearly  not  by 
Gainsborough.  It  is  likcl y  to  have  been  given  to  Cracherode  before 
about  1762,  when  Collins  left  Bath  for  Dublin;  and  the  fact  that 
Collins  was  the  person  who  introduced  Jackson  to  Gainsborough 
suggests  the  possibility  that  it  was  an  example  of  Jackson's  work 
that  Gainsborough  gave  him.  The  shapeless  modelling  of  the 
bank,  and  the  particular  way  in  which  the  lopped  bough  of  the 
tree  on  the  right  is  accented  relate  to  the  Whitridgc  watercolour, 


and  the  drawing  may  turn  out  to  be  one  of  Jackson's  earliest 
efforts  under  the  tutelage  of  Gainsborough. 

What  Jackson  drew  and  painted  between  1757  and  the  time  he 
first  met  Gainsborough  will  probably  always  remain  un- 
recognisable, though  it  is  clear  that  his  models  were  Wilson  and 
John  Collins.  But  from  what  we  can  reconstruct  of  his  later  work 
there  is  no  doubt  that  W.  H.  Pyne  was  right  in  saying  that  he 
'designed  in  the  style  of  his  esteemed  friend  Gainsborough'.41 
The  actual  progression  of  his  style  must  remain  uncertain  until 
we  can  be  surer  about  attribution  and  establish  a  large  oeuvre. 
But  everything  discussed  here  relates  in  one  way  or  another  to 
Gainsborough's  Bath  period:  the  Kennaway  landscape  is  dated 
1763,  the  Dudley  Wallis  landscape  incorporates  motifs  of  the 
early  1760s,  the  British  Museum  drawing  is  in  the  style  of  this 
period,  the  Whitridge  watercolour  derives  from  the  style  of 
1770,  the  Chequers  landscape  is  a  copy  of  Gainsborough  of  the 
early  1770s,  and  the  Leeds  drawing  combines  motifs  of  the  same 
period.  We  also  know  that  between  1768  and  the  early  1770s 
Jackson  was  seriously  absorbed  in  painting,  and  talking  of  taking 
it  up  for  bread ;  he  also  exhibited  at  the  Academy  in  177  r . 

However,  in  1777  Jackson  was  appointed  organist  of  Exeter 
Cathedral  (which  had  one  of  the  finest  organs  in  England),  and 
no  more  is  heard  of  becoming  a  professional  painter;  he  continued 
to  dabble,  but  'as  I  never  satisfied  myself,  I  sometimes  did  not 
touch  a  pencil  for  years  together.  I  think  I  was  once  nine  years 
without  painting  a  stroke.  I  arrived  at  the  very  advanced  age  of 
seventy  before  I  had  attained  the  mechanical  part  I  had  till  then 
wanted'.12 He  continued  also  to  sketch  withGainsborough:  in  July 
1779,  for  instance,  he  received  a  letter  from  his  friend  telling  him 
'I  hope  to  see  you  in  about  a  fortnight,  as  I  purpose  spending  a 
month  or  six  weeks  at  Tingmouth  or  other  places  round  Exeter — 
get  your  Chalks  ready,  for  we  must  draw  together'.43 

In  r  775  two  of  his  songs  were  used  in  Sheridan's  The  Duenna, 
and  his  most  important  work,  the  comic  opera  The  Lord  oj  the 
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Manor,  with  libretto  by  General  Burgoyne  (the  ill-fated  British 
commander  at  Saratoga),  was  produced  at  Drury  Lane,  where 
Sheridan  was  still  manager,  on  27th  December,  1780.  This  piece 
was  unusual  among  operas  of  the  period  in  being  entirely  the  work 
of  a  single  composer,  and  it  achieved  a  considerable  success;  it 
was  even  revived  in  the  nineteenth  century.  The  score  is  simple, 
fluent  and  melodious,  as  well  as  being  thoroughly  professional, 
and  by  no  means  unworthy  to  be  compared  with  the  better- 
known  operas  of  a  similar  kind  by  Dibdin  or  William  Shield.44 

In  July,  1785,  Jackson  was  sufficiently  prosperous  to  make  a 
leisurely  four  month  tour  of  the  Continent,  travelling  through 
France  to  Switzerland,  but  venturing  into  Italy  only  as  far  as  Turin, 


6.  Above  left.  Here  attributed  to  William  Jackson  (1730-1803).  Wooded 
Landscape  with  Figures  and  Cattle.  Canvas,  19^  X  23^  inches.  The  Chequers 
Trust,  Buckinghamshire. 

7.  Above  right.  Thomas  Gainsborough  (1727-88).  Wooded  Landscape  with 
Figures  and  Cattle.  Early  1770s.  Watercolour  and  oil,  varnished,  17^  X 
22  inches.  City  Art  Gallery,  Wakefield. 

8.  Beloiv  left.  Here  attributed  to  William  Jackson  (1730-1803).  Wooded 
Landscape  with  Rustic  Lovers.  Canvas,  25  X  30  inches.  Formerly  G.  P. 
Dudley  Wallis,  Manchester. 


and  coming  back  by  way  of  the  Low  Countries.  His  main  pur- 
pose in  going  was  'to  see  mountains',45  and  he  was  greatly 
affected  by  the  grandeur  of  Alpine  scenery;  of  his  journey  to  the 
Grande  Chartreuse,  he  wrote  that  'the  assemblage  of  rocks, 
water,  woods,  bridges,  the  supported  road,  and  a  thousand 
other  indescribable  circumstances,  make  this  excursion  the  most 
wonderful  of  my  life!'40  In  this  Salvatorial  excitement  he  was,  of 
course,  at  one  with  many  another  eighteenth-century  traveller, 
but  he  was  also  an  enthusiastic  observer  of  more  subtle  natural 
phenomena,  of  effects  of  light  and  colour  and  texture,  as  well  as 
of  the  beauty  of  unfamiliar  flowers  and  plants. 

Much  of  his  later  life  seems  to  have  been  occupied  with  writing 
and  literary  matters.  In  the  early  1770s  he  had  wanted  to  start  a 
periodical  like  The  Spectator,  and  had  succeeded  in  interesting 
Goldsmith  in  the  idea;  a  number  of  essays  were  actually  com- 
pleted when  Goldsmith  died,  suddenly,  in  1774,  and  the  project 
was  shelved.  Some  of  the  essays  were  later  published  in  volume 
form,  under  the  title  of  Thirty  Letters,  and  appeared  in  1783. 
Jackson  liked  to  consider  himself  as  'a  man  of  general  science', 
and  the  subjects  he  treated  were  as  various  as  astronomy  and  the 
poetry  of  Quarks — the  essay  on  painting  was  no  doubt  the  piece 
to  which  Gainsborough  refers  in  one  of  his  letters.  In  1792  he 
founded  a  Literary  Society  in  Exeter,  and  brought  out  a  second 
volume  of  essays,  called  The  Four  Ages,  in  1798;  this  contained 
the  memoir  of  Gainsborough.  He  also  published  a  pamphlet  on 
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die  state  of  music  in  London  in  1791,  in  which  he  deplored  the 
absence  of  melody  and  the  fashion  for  extemporisation:  unlike 
Gainsborough's  other  musical  friends,  Jackson  was  always  deeply 
conservative  in  his  musical  thinking. 

Towards  the  end  of  his  life  he  become  acquainted  with  Samuel 
Rogers,  who  came  to  winter  in  Exmoutn  in  1799-1800,  and 
Rogers  has  left  us  in  his  Commonplace  Book  a  valuable  short 
memoir,  derived  from  their  conversations  together.  Jackson  had 
always  enjoyed  uninterrupted  good  health,  but  by  this  date  was 
clearly  a  sick  man.  In  February,  1800,  Rogers  wrote  to  Richard 
Sharp :  'Mr.  Jackson  is  gone  to  Bath . . .  He  is  so  altered  that  my 
servant  was  shocked  when  he  saw  him  last  week.'47  It  was  in  these 
last  years  that  the  musician  wrote  his  Autobiography,  the  manu- 
script of  winch  is  now  missing.48  He  prepared  to  meet  his  end 
with  composure,  and  arranged  his  affairs  methodically,  asking 
Rogers  to  take  charge  of  his  papers  and  bequeathing  shares  of 
his  property  to  his  two  sons,  William  and  Thomas,  and  his 
daughter,  Mrs.  Downman.49  He  died  of  dropsy  on  12th  July, 
1803. 
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English  eighteenth-century  opera  and  theatre  music,  and  for  saving  me  from 
several  errors;  and  to  Mr.  Edward  Croft-Murray  for  his  valuable  comments  on 
Jackson,  and  for  so  generously  lending  me  the  score  of  The  Lord  of  the  Manor; 
also  to  Mr.  Miles  Kington,  who  very  kindly  played  this  work  through  for  me. 

45  The  Leisure  Hour,  August  1882,  p.  504. 
4,1  Ibid.,  p.  50s. 

47  P.  W.  Clayden,  The  Early  Life  of  Samuel  Rogers,  London,  1887,  p.  395. 

48  Having  no  children,  William  Jackson  Jr.  (of  Cowley  House,  near  Exeter), 
adopted  and  educated  an  orphan  relative,  William  Elmsley,  to  whom  he  'be- 
queathed liis  father's  autobiography  and  many  art  treasures  collected  by  him' 
(The  Leisure  Hour,  December,  1882,  p.  720).  William  Elmsley,  who  became  a  Q.C. 
and  County  Court  Judge  in  Derbyshire,  died  in  1866;  unfortunately,  it  has  not 
been  possible  to  trace  his  heirs  (I  am  very  grateful  to  Mr.  Ernest  Bletcher,  Librarian, 
Derby  Public  Libraries,  for  his  local  researches  on  my  behalf).  Twelve  Gains- 
borough letters  which  Jackson  inherited  from  his  father  he  gave  to  his  brother 
Thomas;  these  later  came  into  the  possession  of  the  Royal  Academy.  Another, 
together  with  the  Gainsborough  portrait  of  his  fithcr  to  which  it  refers,  may 
have  been  bequeathed  to  his  brother-in-law,  Sir  Samuel  Young,  from  whom  they 
descended  to  Mr.  Robert  Mackworth-Young.  The  whole  of  Jackson's  musical 
manuscripts  were  purchased  from  his  executors  by  a  Mr.  Paddon,  ot  Exeter  (The 
English  Musical  Gazette,  1st  February,  18 19,  p.  35). 

4il  A  further  scries  of  Gainsborough  letters,  now  missing,  seems  to  have  been  111- 
heritcd  by  Mis.  Downman,  as  Farington  noted  in  1807  that  'Mrs.  Downman  has 
111  her  possession  a  Lu  ge  collection  of  letters  written  by  Gainsborough  to  Jackson, 
in  .1  truly  original  &  singular  stile'  ('The  Farington  Diary ,  5th  June,  1807:  from  the 
typescript  in  the  British  Museum  Print  Room,  p.  3733). 
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Symbolism  in  medieval 
wrought  ironwork.  Part  2 


G.  J.  HOLLISTER -SHORT 


WHATEVER  other  possibilities  and  complexities  may  be 
introduced  in  the  course  of  this  article,  one  fact  may  be 
stated  quite  categorically:  it  is  that  the  dominant  type  of  twelfth- 
century  decorative  ironwork  is  the  crescent  hinge.  It  certainly 
survives  into  the  thirteenth  century  but  appears  there  in  such 
sumptuous  forms  that  one  may  properly  consider  them  as  belong- 
ing to  another  order  of  work  entirely.  It  has,  in  short,  to  be  taken 
in  the  context  of  the  thirteenth-century  Great  Hinge.  I  suggested 
in  the  first  part  of  this  article  (see  The  Connoisseur,  October,  1969) 
that  there  were  good  reasons  for  supposing  that  the  ironwork  at 
Stillingflcet1  and  Staplehurst  was  of  the  eleventh  century,  and 
that  both  employed  a  motif  going  back  as  far  as  the  seventh 
century.  The  motif  may  be  observed  in  other  pieces  of  Anglo- 
Saxon  work,  notably  brooches. 

One  may  say  therefore,  that  the  motif  appears  as  early  as  the 
seventh  century  but  is  certainly  on  its  last  legs  by  the  end  of  the 
twelfth.  The  surviving  ironwork  covers  only  the  last  century  and 
a  half  of  this  period — say  1050  to  1200 — and  prima  facie  one 
would  not  be  surprised  to  find  the  record  to  be  chiefly  one  of 
degradation  of  the  motif,  and  this  is  in  fact  what  one  finds. 
However,  following  this  argument  Stillingfleet  and  Staplehurst 
present  something  of  an  embarrassment  being  both  of  them,  in 
my  view,  very  explicit  demonstrations  of  the  symbolic  content 
of  the  motif  with  in  one  case  what  would  appear  to  be  a  complete 
supporting  symbolic  scenario;  and  at  a  time,  too,  when  the  lines 
should  be  becoming"  blurred.  One  wonders  which  way  to  turn. 
Nor  is  anything  further  to  be  gleaned  from  poets  employing  the 
world  serpent  idea  although  the  relative  frequency  with  which 
they  make  use  of  it  is  perhaps  significant.2 

In  order  to  find  some  way  of  resolving  this  difficulty  one  would 
perhaps  do  best  to  turn  aside  for  a  moment  to  look  at  the  artistic 
repercussions  of  the  Viking  assaults  upon  England  in  the  two 
centuries  before  the  Norman  Conquest.  The  period  from  867  to 
954,  from  the  landing  of  the  Great  Army  in  867,  through  the 
period  of  the  Alfrcdian  wars  876-899,  to  the  reconquest  of  the 
Danish  Kingdom  of  York  in  954,  saw  no  intrusion  of  Viking  art 
into  the  established  English  styles.  The  Vikings  were  after  all  the 
ferocious  enemies  of  Anglo-Saxon  civilization.  During  Edgar's 
reign  (959-975)  however,  in  the  northern  Danish  settlement 
areas3  an  amalgamation  began  between  the  indigenous  Hiberno- 
Saxon  art  and  Viking  decorative  forms,  and  this  composite  style 
culminates  towards  the  end  of  the  tenth  century  in  the  [ellingc  style.4 
The  Gosforth  cross,  of  about  tooo,  is  the  most  notable  example  of 
this  type  of  work  in  England.  The  result,  overall,  was  a  revival 
of  barbaric  art.  The  rising  tide  of  Romanesque,  that  is  classically 
inspired  forms,  was  arrested  and  the  evolution  of  this  barbaric  art 
into  its  subsequent  Ringerike  and  Urnes  phases'  had  its  effects  on 
all  branches  of  art  in  England  penetrating  even  Wessex,  and  there 
most  notably  affecting  manuscript  work.  Its  inroads  were  of 
course  helped  by  its  being  the  favoured  decoration  of  the  Danish 


conquerors  (Swcin,  Cnut  and  Cnut's  two  sons)  who  ruled  Eng- 
land from  1014  to  1042.  It  is  indeed  during  this  time  that  we  find 
in  the  Cacdmon  MS,  Junius  II,  in  the  Bodleian  Library,  in  English 
work  of  the  Winchester  school  c.  1030  to  1050,  drawings  that  are 
probably  designs  for  metal  clasps  for  the  binding  of  the  book. 
The  clasps  are  in  the  form  of  crescents  ending  in  serpents'  heads. 
The  design  of  the  clasps  is  pure  Ringerike  style  of  the  most 
sophisticated  character.0 


1.  Old  Woking,  Surrey. 
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I  would  now  like  to  review  the  position  briefly.  Viking  taste, 
without  swamping  English  art,  appears  in  all  sorts  of  expected 
and  unexpected  places  throughout  the  eleventh  century  in 
England.  It  is  an  art  that  delights  in  animal  forms  and  in  inter- 
lacing ribbon-style  serpents.  It  contrives  indeed  to  turn  even  the 
sober  naturalized  Carolingian  acanthus  into  zoomorphic  forms. 
In  both  stone  and  metal  it  celebrates  scenes  from  northern 
mythology,  and  that  from  one  end  of  the  country  to  the  other. 
In  saying  this  I  am  placing  the  door  ornament  of  Stillingfleet  and 
Staplchurst  squarely  in  the  middle  of  the  eleventh  century. 

Certain  stylistic  elements  may  be  brought  in  support  of  this 
claim.7  The  snakes'  heads  on  the  crescents  at  Stillingfleet  have  the 
pronounced  bulge  over  the  eye  needed  for  the  'popping'  eye  of 
beasts  of  this  period,  and  the  mouths  have  the  equally  typical 
curling  lips.  The  snakes'  heads  at  Staplehurst  exhibit  the  same 
curling  lip,  while  the  treatment  of  the  snake's  tongue  on  the 
horizontal  strap  is  significant.  In  just  such  a  way  do  Viking 
animals  metamorphosize  their  extremities  into  budding  leaf  forms. 
The  winged  dragon  has  the  'popping'  eye  provided,  as  such  eyes 
usually  are  in  ironwork,  by  a  strategically  placed  large  round 
headed  nail.  Meanwhile  what  of  its  tail?  It  divides  a  little  stiffly,  it 
is  true,  but  ends  after  a  few  flourishes  in  leaf-like  processes,  the 


Winchester  acanthus  breaking  out.  Perhaps  this  stiffer  treatment 
is  what  one  should  expect  in  ironwork.  The  coilings  would 
doubtless  have  been  easier  to  manage  in  stone  or  wood  or  on 
vellum.  The  wings  are  also  rather  crude.8  The  interlace,  of  which 
a  sizeable  portion  remains,  is  not  very  taut  and  the  slack  rope-like 
treatment,  a  purely  English  ornament,  may  be  compared  with 
that  on  a  bronze  escutcheon  of  c.  1050  found  at  Saffron  Walden, 
Essex,9  where  however  the  interlacing  is  carried  through  a 
double  loop  on  each  side  of  the  square.  Such  interlaces,  based  on 
the  forms  produced  in  spinning  and  weaving  and  basketwork, 
doubtless  had  a  symbolic  significance  before  they  became 
conventionalized.10 

A  return  is  now  possible  to  the  point  at  which  I  was  facing  the 
embarrassment  of  Staplehurst  and  Stillingfleet.  Two  possibilities 
seem  likely.  Firstly,  it  might  be  argued  that  the  crescent  motif, 
pre-Danish,  was,  along  with  other  fading  English  barbaric 
motifs,  given  a  fresh  lease  of  life  by  Viking  art  so  that  the  two 
doors  remain  as  a  triumph,  if  a  sadly  battered  one,  of  northern  art 
in  its  last  phase  before  it  falls  victim,  in  Kendrick's  words,  to  a 
ponderous  provincial  Romanesque.  It  would  follow  from  this 
that  subsequent  work  should  show  a  dying  out  again  of  zoo- 
morphic forms  and  their  replacement  by  terminals  which  arc 
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neither  beast  nor  bud  unequivocally,  and  which  in  their  turn  do 
swell  into  definite  vegetable  tendrils  and  crude  but  unmistakable 
fleurs-de-lis.  At  the  same  time  the  crescent  itself  will  be  subject 
to  degradation.  Long  before  this  process  is  completed  rival 
forms  drawing  for  their  inspiration  both  from  a  renewed  influx 
of  classical  Romanesque  themes  and  from  Islamic  sources  will  be 
pointing  out  an  alternative  line  of  development.  This  rival  art 
will  be  metropolitan  and  an  advanced  taste  of  what  is  to  become 
increasingly  general  from  the  time  of  the  transition  from  Roman- 
esque architecture  to  Gothic  onwards.  This  new  work,  mainly 
of  the  thirteenth  century,  would  be  'the  expression  of  joyous 
activity',11  like  the  architecture  of  the  buildings  it  embellished. 

The  alternative  is  that  crescent  hinges  in  the  twelfth  century — 
or  for  that  matter  all  crescent  hinges  subsequent  to  Stillingfleet 
and  Staplehurst — are  the  offspring  of  these  two,  and  are  purely 
derivative  in  following  the  style  that  these  two  doors  provided. 
The  models  themselves,  if  they  were  the  work  of  artists  or 
patrons  interested  in  such  themes  as  Ragnarok,  would  in  that 
case  be  the  result  merely  of  something  like  an  antiquarian  taste, 
would  not  represent  anything  like  collective  thinking  and  would 
indicate  that  the  crescent  motif,  although  it  had  been  alive,  was 
now  dead.  It  would  however,  fit  nicely  into  a  symbolic  represent- 
ation of  doomsday,  and  would  quite  fortuitously  provide  a 
model  for  subsequent  humbler  workaday  hinges:  in  a  word, 


5.  Burford,  Oxfordshire. 


4.  Hartley,  Kent. 


inertia  as  opposed  to  slow  death,  but  inertia  in  which  style  would 
be  continually  changing  but  within  very  narrow  limits.13 

It  is  now  time  to  look  at  the  body  of  work  subsequent  to  these 
doors.  The  number  of  variations  with  the  crescent  remaining 
always  the  leit-motif,  is  surprisingly  large.  In  attempting  to 
arrange  the  work  in  rough  chronological  sequence  the  following 
desiderata  should  be  kept  in  mind.  First,  one  should  note  the 
evidence  offered  by  the  building  history  of  the  individual 
churches,  although  this  is  only  occasionally  of  anything  like  a 
conclusive  nature.  Secondly,  one  should  observe  the  degree  of 
drift  from  zoomorphic  to  foliated  forms  in  the  terminals  of  the 
crescent.  Thirdly,  one  should  notice  the  degree  to  which  the 
crescent  itself,  apart  from  variations  in  its  terminals,  is  subjected 
to  deformation.  I  shall  argue  in  this  enquiry  only  from  the 
evidence  of  those  doors  and  churches  I  have  had  the  opportunity 
to  examine  personally. 

It  seems  that,  allowing  for  some  degree  of  overlap,  one  may 
distinguish  three  chief  phases  of  twelfth-century  ironwork.  To  the 
first  phase  will  belong  those  hinges  still  subject  to  the  influence  of 
barbaric  art;  that  is  to  say,  those  which  display  zoomorphic 
forms.  One  would  expect  these  to  belong  to  the  first  third  of  the 
twelfth  century.  Apart  from  this  it  is  possible  to  adduce  specific 
stylistic  evidence  to  support  such  a  supposition.  The  Urnes  style 
is  distinguished  by  the  elongation  and  twisting  of  the  animal 


6.  Margaret  Knding,  Essex. 
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7.  Earls  Croome,  Worcestershire. 
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forms  which  made  up  its  basic  decorative  material.  A  rather  fine 
animal  of  this  type  forms  part  of  the  door  ornament  at  Little 
Hormead  Church,  Hertfordshire. 

The  crescent  hinge  itself  scarcely  allowed  a  full  revelation  of 
this  tendency,  but  the  snakes'  heads  with  which  the  crescents  of 
tins  first  phase  are  furnished  do  display  characteristic  Urnes 
forms.  Three  doors — those  at  Stoke  Orchard,  Gloucestershire 
(No.  12),  Willingale  Spain,  Essex  (Nos.  10  &  11)  and  St. 
Margaret's,  Leicester— fall  into  this  category.  At  Stoke  Orchard 
the  snakes'  heads,  beaten  in  flat  profile,  are  furnished  with 
little  curling  combs  typical  of  the  heads  of  Urnes  style  beasts. 
Inside  the  church,  interestingly  enough,  is  a  wall-painting  also  in 
the  Urnes  style  in  which  a  pair  of  dragons  intertwine  and  bite 
each  other's  necks,  their  bodies  proceeding  in  slick  curves  to  end 
in  acanthus  buds.  Willingale  Spain  resembles  Stoke  Orchard,  but 
the  heads,  also  with  combs,  are  less  delicately  handled.  It  is  dim- 
cult  to  be  precise  about  the  building  history  of  these  churches.13 
The  door,  at  St.  Margaret's  Church,  Leicester,  the  finest  of  the 
three,  has  crescents  which  are  themselves  treated  in  the  Urnes 
manner.14 

The  second  phase  appears  to  extend  through  the  second  third 
of  the  twelfth  century.  In  this  group  the  terminals  end  not  in  zoo- 


morphic  forms  nor  yet  in  vegetable  forms  but  in  some  inter- 
mediate stage  where  they  might  well  be  attempts  at  either.  Old 
Woking,  Surrey  (No.  i),15  Petcrchurch,  Herefordshire  (No.  8), 
Compton,  Berkshire,  Cuddesdon,  Oxfordshire  and  Haddiscoe 
and  Quidcnham  (No.  9)  (both  in  Norfolk)  belong  to  this  cate- 
gory and  the  building  history  in  each  case  seems  to  support  a  mid- 
century  date. 

From  this  point  onwards  one  finds  the  terminals  ending  in 
fleurs-de-lis  and  the  crescent  form  itself  being  tampered  with. 
Given  the  advantage  of  hindsight  it  begins  to  look  as  if  all  this  is 
happening  in  response  to  a  new  spirit  which  will  eventually  result 
in  architecture  in  the  transition  to  Gothic,  and  in  ironwork  to 
forms  completely  liberated  from  the  crescent,  or  in  which  the 
crescent  is  submerged  and  transformed  by  a  mass  of  subsidiary 
ornament.  These  pre-transition  doors  stand  apart  however  from 
doors  manifestly  of  the  transition  itself  which  seem  to  me  to  take 
their  place  more  naturally  in  the  context  of  thirteenth-century 
work.  In  this  final  phase  of  the  crescent  hinge  one  may  place 
Hartley,  Kent  (No.  4),16  Sparsholt  (No.  2)  and  Kingston  Lisle 
(both  in  Berkshire),  Earls  Croome,  Worcestershire  (No.  7), 
Margaret  Roding,  Essex  (No.  6),  Westcotc  Barton,  Oxford- 
shire,17 Peterborough  Cathedral  (No.  3),  Burford,  Oxfordshire 
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(No.  5),  Maxstokc,  Warwickshire  and  perhaps  the  north  aisle 
door  of  Canterbury.  In  each  case  the  building  history  lends  sup- 
port to  such  dating.  Earls  Croome,  Margaret  Roiling  and  Hartley 
may  be  taken  as  illustrating  one  line  of  this  third  stage  of  develop- 
ment, the  crescents  being  untouched  and  having  flowers  instead 
of  snakes  sprouting  from  their  terminals.  One  is  tempted  to  con- 
clude after  this  that  there  is  nothing  left  for  the  crescent  to  do 
but  disappear,  and  in  the  other  line  of  development  tins  is  pre- 
cisely what  one  is  able  to  see  happening.  Whether  one  takes 
Sparsholt,  Burford,  Canterbury,  or  Peterborough,  or  more 
modestly  Maxstoke,  the  crescent  itself  is  undergoing  distortion. 
Both  at  Sparsholt  and  Peterborough  subsidiary  pieces  have  been 
welded  to  the  crescent  giving  it  a  totally  new  rhythm.  The  latter 
indeed  has  little  trilobed  terminals,  a  first  indication  perhaps  of 
the  vine  leaf  that  was  to  become  the  standard  decorative  motif  as 
the  thirteenth  century  progressed. 

Nothing  has  yet  been  said  about  the  surface  decoration  with 
which  this  ironwork  was  often  ornamented.  Neither  its  absence 
nor,  if  present,  its  type  seems  to  indicate  age.  Stillingfleet  for  in- 


8.  Peterchurch,  Herefordshire. 


stance,  has  none  and  is  one  of  the  earliest  doors  while  Staple- 
hurst,  another,  is  richly  decorated  in  this  way.  At  the  very  end 
of  the  twelfth  century  Margaret  Roding  is  richly  ornament) 
while  Burford  is  left  plain.  The  typical  ornaments  were  zig-zags, 
diapers,  chevrons  and  occasionally  contour  lines.  Contour  lines 
do  appear  to  become  more  common  later  in  the  twelfth  century. 
We  may  call  this  form  of  ornamentation  primitive  stamped 
work.  It  was  produced  by  striking  the  iron  while  hot  with  chisels 
or  punches.  The  diaper  at  Staplehurst  for  example,  was  produced 
by  striking  the  opposite  edges  of  each  strap  with  a  triangular 
punch.  This  seems  to  have  been  an  innovation  which  was  not 
subsequently  adopted  anywhere  else.  Nevertheless  the  use  of  a 
punch  by  the  smith  at  Staplehurst  is  very  interesting.  The  effect 
was  to  produce  work  in  relief. 

Eighty  years  or  so  later  a  further  step  was  to  be  taken  in  this 
direction,  at  Durham.  There  the  modelling  of  the  iron  strap- 
work  was  produced  by  hammering  the  white-hot  iron  into  a 
bottom  tool  having  the  negative  form  of  the  profile  desired  for 
the  straps.  While  a  narrow-edged  tool  could  never  produce  relief 


9.  Quidenham,  Norfolk. 
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work  a  broad-edged  tool  could.  Staplehurst,  therefore,  shows  a 
groping  towards  a  more  sophisticated  type  of  ornamentation 
and  prefigures  Durham  just  as  Durham  prefigures  the  even  finer 
work  of  the  thirteenth  century.  The  normal  practice  however, 
was  to  use  narrow-edged  chisels  to  produce  the  sort  of  ornament 
one  sees  at  Willingale  Spain,  Maxstoke  and  Margaret  Roding, 
to  choose  examples  distributed  through  the  twelfth  century. 

If  a  final  observation  were  to  be  made  on  the  subject  of 
eleventh-  and  twelfth-century  crescent  hinges  it  might  be  about 
their  geographical  distribution.  I  give  below  a  list  of  locations 
gathered  from  Starkie  Gardner,18  Ffoulkes,19  Bordeaux20  and 
Ayrton  and  Silcock  21  as  well  as  those  I  have  discovered  myself. 
It  appears  from  plotting  them  on  a  map  that  certain  areas  are  dis- 
tinctly barren.  The  blank  areas  are  the  North  West,  Wales  and 
what  is  even  more  significant,  the  heartland  of  the  old  kingdom 
of  Wessex.  Surely  these  areas  would  have  provided  us  with  a 
few  chance  survivals  of  such  work  if  it  had  ever  existed  there? 
The  locations  are:  Barfreston  (Kent),  Burford  (Oxfordshire); 
Canterbury  Cathedral,  Cuddesdon  (Oxfordshire),  Chichester 
Cathedral,  Compton  (Berkshire),  Covington  (Huntingdonshire); 
Edstaston  (Shropshire),  Elmstead  (Essex),  Eastwood  (Essex), 
Earls  Croome  (Worcestershire),  .Erith  (Kent);  Hartley  (Kent), 
Haddiscoe  (Norfolk),  Hough-on-the-hill  (Lincolnshire) ;  Ken- 
ninghall  (Norfolk),  Kirdford  (Sussex),  Kingston  Lisle  (Berk- 
shire); Leicester,  St.  Margaret's;  Merton  (Surrey),  Maxstoke 
(Warwickshire),  Margaret  Roding  (Essex),  Morville  (Shrop- 
shire); Old  Woking  (Surrey);  Peterchurch  (Herefordshire), 
Peterborough  Cathedral ;  Quidenham  (Norfolk) ;  Ripon  Cathe- 
dral; Stanford  Dingley  (Berkshire),  Stoke  Orchard  (Gloucester- 
shire), Sowerby  (Yorkshire),  Sparsholt  (Berkshire),  Staplehurst 
(Kent),  Stillingfleet  (Yorkshire) ;  Westcote  Barton  (Oxfordshire), 
Willingale  Spain  (Essex),  Worfield  (Shropshire). 


ii.  Willingale  Spain,  Essex.  Detail. 
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NOTES 

1  As  regards  Stillingflcet,  this  is  also  the  opinion  of  W.  G.  Collingwood,  Anglian 
and  Anglo-Danish  Sculpture  in  the  East  Riding,  pp.  254-255,  in  Yorks  Arch.  Soc. 
Journal,  XXI.  In  mentioning  the  two  human  figures  at  Stillingflcet  I  should  have 
added  that  one  has  what  are  demonstrably  breasts.  The  tree,  if  there  was  one, 
might  either  have  symbolized  Yggdrasil  the  world  tree,  the  axis  of  the  cosmos,  or 
in  Christian  terms  Christ.  The  principal  meanings  of  tree  symbolism  are,  broadly, 
regeneration  of  the  source  of  life,  immortality  and  absolute  reality. 

2  In  Skaldskaparmal  Snorri  Sturluson  quotes  from  Eysteinn  Valdason,  'the  sea- 
road's  circler'  and  from  Bragi,  'the  vast  misshapen  circler  of  the  ship's  sea  path'. 
See  also  Gylfaginning  XXXIV  and  XLVII.  I  have  used  A.  G.  Brodeur's  edition  of 
The  Prose  Edda  (1916). 

3  From  north,  to  south  the  kingdom  of  York,  the  kingdom  of  the  Five  Boroughs 
(Nottingham,  Lincoln,  Stamford,  Derby  and  Leicester),  and  the  kingdom  of 
East  Anglia. 

*Jellinge  style:  named  after  the  chief  seat  of  the  Danish  kings  in  Jutland.  The 
supreme  monument  there  is  Harald  Gormsson's  stone  c.  980.  See  T.  D.  Kcndrick, 
Later  Saxon  and  Viking  Art,  1949,  fig.  9,  p.  89  and  plate  LVIII. 
5  Ringerike  style:  named  after  the  district  in  Norway  where  typical  work  of  this 
sort  is  found.  The  style  flourished  in  the  first  half  of  the  eleventh  century  although 
there  is  no  evidence  for  it  in  England  before  1035. 

Urnes  style:  named  after  the  Urnes  stave  church,  Sogn  Fjord,  Norway  which 
exhibits  the  full-blown  (and  magnificent)  form  of  the  style.  The  style  flourished 
in  England  in  the  second  half  of  the  eleventh  century  (post  Conquest). 
6 1  have  found  only  one  other  crescent  in  M.S.  drawings  of  this  period,  eleventh 
and  twelfth  centuries.  I  refer  to  that  in  MS.  Cottonian  Nero,  CIV  in  the  Britisli 
Museum,  the  St.  Swithun's  Psalter,  probably  written  before  1161.  A  door  is  shown 
with  a  crescent  hinge.  It  has  simple  slightly  curled  terminals  while  some  sort  of 
leaf  springs  from  the  strap. 

7  I  referred  in  part  one  of  this  article  to  certain  fragments  above  the  upper  crescent 
at  Stillingflcet.  There  arc  five  in  all  and  perhaps  it  would  not  be  an  extreme  flight 
of  fancy  to  suggest  they  bear  comparison  with  the  terminals  of  a  dragon  on  a 
Viking  tombstone  (e.  1035)  found  on  the  site  of  St.  Paul's  churchyard.  There  is 
plainly  space  enough  between  the  Stillingflcet  fragments  to  accommodate  the 


body  of  a  dragon.  The  tombstone  is  illustrated  in  Kendrick,  op.  ext.,  plate  XXIIIa. 

8  Comparison  might  be  made  with  the  dragon  on  a  tympanum  at  Southwell, 
Notts,  c.  1050.  Ibid,  plate  LXXXVI. 

9  Ibid,  plate  LXXXIII.  The  recercele  cross  may  be  compared  with  that  on  the 
Townelcy  brooch,  c.  1050,  illustrated  in  D.  Talbot  Rice,  Oxford  History  of  English 
Art,  Vol.  2,  1952,  plate  92c. 

10  For  a  relaxed  but  fascinating  survey  of  symbols  see  H.  Raphaelian,  Signs  of  Life, 
1957.  The  sun  wheel  section  should  be  seen.  The  episcopal  mitre  incidentally  is 
also  good  value. 

11  W.  R.  Lcthaby,  Mediaeval  Art,  revised  D.  Talbot  Rice,  1949,  p.  141.  The  first 
stirrings  in  England  of  the  new  style,  the  opus  francigenum,  the  contemporary 
term  for  Gothic,  are  seen  at  Canterbury  (choir  completed  11 80)  at  Fountains 
Abbey  (c.  1190)  and  at  Lincoln  (work  begun  1192). 

12  The  point  is  put  very  succinctly  in  G.  Baldwin  Brown,  The  Arts  in  Early  Eng- 
land, 1937,  Vol.  6,  ptii,  p.  159. 

13  The  VCH,  Gloucestershire,  Vol.  8,  p.  23,  says  that  Stoke  Orchard, 'had  its  own 
church  or  chapel  by  the  twelfth  century  as  is  clear  from  the  architectural  evidence'. 
N.  Pevsner,  The  Buildings  of  England:  (Essex,  1954)  merely  reports  Willingale 
Spain  as  Norman. 

11  J.  Starkic  Gardner,  Ironwork,  1892,  p.  61,  says  only  that  the  door  resembles 
Willingale. 

15  The  X  shaped  piece  of  iron  on  the  door  resembles  the  witch  cross  used  in  stables 
as  a  protection  against  evil  spirits.  Possibly  the  'eye'  symbol  on  the  door  makes 
sense  in  this  sort  of  way  also. 

16  Hartley  has  three  crescents  to  each  of  two  straps,  a  unique  feature.  Each  of  the 
initial  crescents  has  debased  dragons'  heads,  the  second  and  third  have  coarse 
fleurs-de-lis.  It  has  been  much  restored. 

17  A  humble  piece  of  work  but  included  here  because  it  is  reminiscent  of  Max- 
Stoke  and  Kingston  Lisle  in  the  way  the  crescent  terminals  are  handled. 

18  Starkie  Gardner,  op  cit. 

19  C.  Ffoulkcs,  Decorative  Ironwork,  191 3. 

20  R.  Bordeaux,  Scrrurerie  du  Moyen  Age,  1858. 

21  M.  Ayrton  &  A.  Silcock,  Wrought  Iron  and  Its  Decorative  Use,  1929. 
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The  Connoisseur  Prize 


One  hundred  pounds  is  given  annually  by  The  Connoisseur 
to  the  Royal  Academy  Schools  for  award  to  one  or  two 
students  selected  by  the  Keeper  after  consultation  with 
his  teaching  staff 
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Three  disciples  of  William  Morris 

3.  W.  R.  Lethaby  b.  g.  burrough 


IN  the  course  of  a  lecture  delivered  at  the  Birmingham  Munici- 
pal School  of  Art  on  26th  October,  1901,  W.  R.  Lethaby 
suggested  that  William  Morris's  teaching  consisted  of  four  main 
doctrines.  'The  first  clause  in  this  gospel  for  today  would  be  on 
the  necessity  of  reinventing  our  eyes,  and  on  the  immediately 
consequent  need  for  cleaning  England  .  .  .  The  second  pro- 
position is  on  the  value  of  manual  labour  in  training  man  .  .  .  The 
third  point  in  my  rough  attempt  at  summarising  Morris's 
philosophy  of  art,  is  the  view  that  the  office  of  art  is  to  redeem 
labour  from  being  a  curse  .  .  .  The  fourth  cardinal  point  of 
Morris's  teaching  may  be  described  as  a  conscious  love  of  and 
communion  with  nature.'1  Lethaby  entitled  his  lecture  'Morris  as 
Work-Master'  and  no  pupil  followed  his  master's  teaching  more 
closely. 

1.  Cupboard  designed  by  W.  R.  Lethaby,  beside  which  is  a  small  cabinet 
designed  by  Ernest  Gimson.  Arts  and  Crafts  Exhibition  Society's  Ex- 
hibition, 1890.  From  a  contemporary  photograph,  by  courtesy  of  The 
Victoria  and  Albert  Museum. 


William  Richard  Lethaby  was  born  at  Barnstaple,  Devon,  on 
1 8th  January,  1857,  his  father  being  a  carver  and  picture  framer. 
Education  at  Barnstaple  Grammar  School  was  followed  by 
attendance  at  the  School  of  Art  and  soon  he  was  articled  to  a 
local  architect.  Within  a  few  years  a  prize  of  -£$  had  been  won  in 
a  competition  set  by  'The  Building  News'  and  soon  after  he  was 
awarded  the  Soane  Medallion  of  the  Royal  Institute  of  British 
Architects.  With  the  accompanying  monetary  award  a  visit  to 
France  was  made  and  Lethaby  returned  with  a  folio  of  architec- 
tural drawings  described  as  'impressive'.  After  a  short  spell  in 
Derbyshire  in  1879  he  was  invited  by  Norman  Shaw  to  work  in 
his  London  Office  where  he  remained  until  1890.  During  this 
period  Lethaby  won  several  awards  for  architectural  drawings 
and  designs  for  silversmiths'  work. 


2.  Oak  chair  designed  by  W.  R.  Lethaby.  Similar  to  two  designs  for  the 
Art-Workers'  Guild.  From  a  contemporary  photograph,  by  courtesy  of 
The  Victoria  and  Albert  Museum. 
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3.  Oak  chest  designed  by  W.  R.  Lethaby  for  Kenton  and  Company,  and 
made  by  A.  Thorn.  Inlaid  with  brown  ebony  and  ash.  By  courtesy  of 
Mr.  and  Mrs.  Anthony  Biddulph. 


4.  Hanging  cupboard  designed  by  A.  W.  Blomfield.  From  a  contemporary 
photograph,  by  courtesy  of  The  Victoria  and  Albert  Museum. 


In  1883  a  group  of  Norman  Shaw's  assistants,  including  Leth- 
aby, formed  the  St.  George's  Art  Society.  From  this,  in  the 
following  year,  the  Art- Workers'  Guild  evolved,  and,  four  years 
later,  the  Arts  and  Crafts  Exhibition  Society.  As  I  stated  in  my 
first  article  in  this  series,2  in  1890  the  firm  of  Kenton  and  Com- 
pany was  formed  with  Lethaby  a  member  and  it  would  appear 
that  about  this  time  he  started  designing  furniture.  A  cupboard 
(No.  1)  was  exhibited  in  1890,  and  an  oak  chair  (No.  2)  was  made 
probably  in  the  same  year.  The  following  year,  the  firm  held  an 
exhibition  in  Barnard's  Inn  where  Lethaby  showed  his  'ship 
chest'  (No.  3)  and  another  inlaid  with  figures  of  sheep.  A 
chair,  with  an  extremely  high  back,  also  inlaid  with  sheep  and 
shown  at  the  same  time,  was  undoubtedly  designed  by  him.  In 
striking  contrast,  at  the  same  exhibition,  was  a  large  hanging  cup- 
board, veneered  in  a  contrasting  geometric  pattern  (No.  4)  and 
designed  by  another  of  the  firm's  partners,  A.  W.  Blomfield. 
There  is  little  doubt  that,  as  Edward  Barnsley  has  said,  the  work  of 
Kenton  and  Company  was  'strikingly  original',3  and  it  is  worth 
recalling  that  at  the  Barnard's  Inn  exhibition  the  firm  sold  ^700 
worth  of  furniture. 

Gimson  introduced  Lethaby  to  'Anti-Scrape'*  in  1891,  and 


from  tins  time  on  he  was  in  frequent  contact  with  William 
Morris  until  the  latter's  death  in  October,  1896.  Indeed,  in  his 
diary,  Morris  recorded  'Lethaby  to  tea'  only  a  short  time  before 
he  died. 

In  December,  1894,  jointly  with  G.  Frampton,  A.R.A., 
Lethaby  was  appointed  inspector  of  art  schools  and  classes  to  the 
Technical  Education  Board  of  the  London  County  Council.  For 
the  appointment  166  applications  were  received  and  in  support  of 
Lethaby's,  William  Morris  wrote:  'I  have  found  him  a  man  of 
great  enthusiasm  for  the  best  side  of  art  and  much  power  of 
seeing  into  the  essentials  of  art,  without  being  too  much  bound 
by  conventional  views  of  the  subject  matter;  he  is  a  keen  and 
minute  critic  of  detail  and  has  a  good  knowledge  of  and  sym- 
pathy for  the  practical  and  experimental  side  of  the  crafts.  He 
has,  as  I  know  from  experience,  the  somewhat  uncommon  gift 
of  being  able  to  express  himself  clearly  and  forcibly  as  to  the 
works  of  art  which  have  come  under  his  observation.'5 

In  these  days  of  specialisation  Lethaby's  'history  and  qualities', 
as  given  by  the  Education  Board's  committee,  are  interesting: 
'Age  37,  Qualifications  and  experience:  Architect:  formerly 
chief  assistant  to  Mr.  Norman  Shaw,  R.A.,  for  nearly  twelve 
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years.  Has  travelled  a  good  deal.  Member  of  the  acting  committee 
of  the  Arts  and  Crafts  Exhibition  Society  from  the  commencement. 
Is  now  working  independently  as  an  architect,  designer  and 
decorator,  and  is  largely  engaged  on  designing  for  joinery, 
furniture,  wood-carving,  inlaying,  stone  and  marble  work  and 
casting,  cast  and  wrought  ironwork,  silverwork,  brasswork, 
leadwork,  enamels,  plasterwork,  stained  glass,  mosaic,  fabrics 
and  other  patterns,  embroidery,  book  decoration,  etc.  Has 
practised  modelling  for  ornamental  plaster  and  metalwork, 
gessowork,  painting  on  glass,  decorative  painting,  book  illus- 
tration, lithography  and  etching.  Author  of  several  books  and 
essays.'6 

There  is  no  doubt  that  Lethaby's  experience  was  considerable 
and  from  now  on  the  influence  he  exerted  on  the  teaching  of 
many  crafts  was  profound.  It  even  probably  increased  when, 
in  1896,  Frampton  and  Lethaby  were  appointed  joint  principals 
of  the  Central  School  of  Arts  and  Crafts ;  although  in  practice 
Lethaby  took  complete  charge.  In  the  Memoir  we  read:  'From 
the  first  it  was  Lethaby's  driving  force  and  creative  ability  that 
mattered.  Noel  Rooke,  an  early  pupil  (ultimately  the  School's 
Vice-Principal)  declared  that  he  never  saw  Frampton  at  the 
School  and  only  met  one  man  who  said  he  had.  So  Lethaby  had 
virtually  a  free  hand  from  the  start,  but  could  he  make  a  success 
of  a  school  run  on  principles  that  ran  counter  to  all  accepted 
opinion?  The  average  art  school  was  then  a  most  impractical 
institution.  Lethaby  declared  that  its  curriculum  made  him  think 
of  learning  to  swim  in  a  thousand  lessons  without  water.' ' 

Later,  Roberts  writes:  'What  gave  the  School  its  distinctive 
quality  was  that  from  the  first  Lethaby  was  able  to  command  the 
support  as  teachers  of  craftsmen  of  the  highest  quality,  who  would 
have  hesitated  at  anyone  else's  request  to  sacrifice  their  time  to 
teaching.'8  And  so  we  find  that  in  1897  a  book-binding  class  was 
started  under  Douglas  Cockerell,  and  in  1899  Edward  Johnston 
was  appointed  a  teacher  of  'illumination  and  wTiting  as  an  art'. 

Douglas  Cockerell,  born  in  1870,  who  studied  book-binding 
under  Cobden-Sanderson,  must  have  enjoyed  considerable 
ability  and  skill,  for  as  early  as  1896  he  was  elected  to  the  Art- 
Workers'  Guild.  Teaching  at  the  Central  School  of  Arts  and 
Crafts  under  Lethaby.  continued  side  by  side  with  private  work 
in  his  own  workshop  and  he  became  so  well-known  that  soon 
he  was  advising  on  and  designing  bindings  for  W.  H.  Smith  and 
Son,  the  booksellers.  Control  of  Smith's  bindery  followed,  and 
in  1906  the  two  workshops  were  merged.  In  1924  the  firm  of 
Douglas  Cockerell  and  Son  was  established,  being  well-known 
for  producing  work  of  the  highest  possible  standard. 

Undoubtedly  Lethaby's  greatest  'find'  was  Edward  Johnston 
who  asked  him  for  advice  and  was  told  to  study  a  Craft,  not  Art. 
Earlier,  Lethaby  had  written:  'Only  a  genius  should  be  permitted 
to  follow  fine  art  exclusively.'9  Although  Johnston  was  quite 
'unknown',  Lethaby,  on  seeing  some  of  his  manuscripts,  com- 
missioned one  for  himself  for  which  he  paid  Johnston  the  thirty 
shillings  charged,  and  then,  'Before  they  parted  Lethaby  re- 
marked that  he  was  thinking  of  starting  an  illuminating  class  at 
the  Central  School  the  following  winter.  Johnston  no  doubt 
received  this  news  with  enthusiasm  and  at  once  decided  to  be  one 
of  the  first  students.  He  must  have  been  entirely  unprepared  for 


what  followed.  "If  all's  well,"  said  Lethaby,  "I  shall  r. 
charge  of  it".'10  The  first  class  started  in  1899  and  soon  many 
rolled,  some  of  whom  were  to  become  well-known,  notably 
Eric  Gill. 

The  year  1906  saw  the  publication  of  what  many  think  is  the 
finest  text  book  ever  written  on  a  practical  subject,  Johnston's 
'Writing  and  Illuminating  and  Lettering'.  The  book  is  still  in 
print  and  has  been  reprinted  twenty-four  times  and  'remains  un- 
challenged as  the  classic  text  book  on  the  subject'.11  Later,  in 
1916,  Johnston  designed  for  the  London  Underground  Railw  ay  a 
standard  alphabet,  a  sans  serif  which  caused  a  sensation  and  later, 
in  slightly  different  form,  was  to  take  the  printing  trade  by  storm. 

Johnston's  teaching  completely  revived  the  art  of  manuscript 
writing  and  the  Society  of  Scribes  and  Illuminators  in  their 
'Calligrapher's  Handbook'  pay  tribute  to  'the  vitality  of  his 
teaching  and  the  enduring  quality  of  his  inspiration  to  others, 
Defunctus  adhuc  loquitur'.12  The  quality  of  his  work  can  be  seen 
in  the  widely  divergent  pages  shown:  (No.  7,  see  colour  plate), 
a  single  page  from  the  Holy  Communion  and  (No.  5)  a  carol 
written  in  a  hurry  for  a  village  performance.  As  recently  as  1966 
the  Victoria  and  Albert  Museum  published  in  facsimile  a  manu- 
script which  they  described  as  'perhaps  Edward  Johnston's  most 
distinguished  work  and  is  one  of  the  most  precious  possessions 
in  the  Museum's  Library'.13 
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5.  A  fifteenth-century  carol,  inscribed  in  red  by  Edward  Johnston  in  1925, 
22     ijl  inches.  The  Victoria  and  Albert  Museum. 
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Eric  Gill,  Johnston's  most  famous  pupil,  wrote:  'That  was 
where  I  was  lucky;  for  I  came  along  just  at  the  moment  when 
the  work  done  by  William  Morris  was  bearing  fruit  in  the  minds 
of  architects  and  the  influence  of  Edward  Johnston,  supported  by 
that  of  W.  R.  Lethaby  (who  shall  measure  the  greatness  of  this 
man — one  of  the  few  men  of  the  19th  century  whose  minds  were 
enlightened  directly  by  the  Holy  Spirit?),  was  making  it  clear  that 
fine  printing  was  only  one  of  a  thousand  forms  of  fine  lettering.'14 

Gill's  work  expanded  into  other  fields— for  example,  stone 
carving  and  wood  engraving — but  especially  did  his  work  as  a 
letterer  become  increasingly  recognised  and  important.  As  early 
as  1925  he  was  discussing  with  Stanley  Morison15  the  possibility 
of  designing  Ins  own  type-face.  Although  known  chiefly  for  his 
ubiquitous  Gill  Sans  he  drew  several  others,  including  'Joanna', 
'Perpetua',  and  one  for  the  exclusive  use  of  the  Golden  Cockcrell 
Press.  But  perhaps  Gill's  work  can  be  best  appreciated  when  his 
type  is  used  with  his  engravings.  Those  fortunate  enough  to 
possess  'The  Four  Gospels'10  know  how  near  perfect  the  result 
can  be. 

The  interest  in  printing  revived  by  the  work  of  Morris's 
Kelmscott  Press  led  to  a  searching  examination  of  the  various 
printing  schools  in  London.  As  none  was  found  satisfactory 
Lethaby  was  asked  to  add  printing  to  the  syllabus  of  the  Central 
School.  Again,  the  first  teacher  was  an  outstanding  craftsman.  He- 
was  J.  H.  Mason,  chief  compositor  at  the  Doves  Press,17  and  the 
work  done  in  this  department  exerted  an  influence  internationally 
as  well  as  in  England. 

In  1900  Lethaby  had  been  appointed  the  first  Professor  of 
Design  at  the  Royal  College  of  Art  and  in  191  t  be  relinquished  his 


post  at  the  Central  School  so  that  he  could  devote  all  his  time  to  the 
College.  One  of  his  students  wrote:  'We  all  loved  him,  we  were 
impressed  by  him  though  I'm  sure  we  didn't  know  why.  He  was 
very  kind,  even  gentle,  but  he  didn't  suffer  pretentious  fools 
gladly.'18 

The  text  book  written  by  Edward  Johnston  was  one  of  a  re- 
markable series  on  the  'Artistic  Crafts'  of  which  Lethaby  was  the 
editor,  and  in  the  common  preface  he  stated  the  general  aims: 
trustworthy  text  books;  design  as  an  essential  part  of  good  work- 
manship; artistic  craftsmanship  furnishing  reasonable  occupa- 
tions for  those  who  would  gain  a  livelihood. 

To  deal  adequately  with  Lethaby's  architecture  and  writings 
would  require  a  great  deal  of  space.  He  was  appointed  Surveyor 
to  the  Fabric  of  Westminster  Abbey  in  1906  and  held  the  post 
until  1928.  His  most  important  architectural  work  was  Melsettcr 
House  in  the  Orkneys  in  1898,  for  which  he  designed  the  side- 
board (No.  6),  an  interesting  piece  which  should  be  studied  to- 
gether with  the  work  of  Ernest  Gimson  and  the  Barnsley  brothers. 
The  church  built  in  1902  at  Brockhampton  (No.  8)  is  impressive, 
and  shows  Lethaby's  rational  approach  to  design  using  materials 
ranging  from  thatch  to  concrete.19  His  writings  were  many  and 
varied — from  'Architecture,  Nature  and  Magic'  to  'Education  for 
Industry'.20 

Lethaby's  belief  in  the  value  of  the  work  of  one's  hands  was 
accompanied  by  wide  knowledge  and  an  inspiring  influence.  As 
another  member  of  Kenton  and  Company  said:  'We  lived  in  an 
intellectual  ferment';  and  well  might  Ernest  Gimson  write, 
'After  all  it  seems  to  have  been  our  Craft  Eden  that  made 
possible  the  German  Werkbund  . .  .'21 
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Colour.  7.  Page  from  the  Holy  Communion.  Written  on  vellum  by 
Edwardjohnston,  1900,  full  size.  The  Victoria  and  Albert  Museum. 


'Life  is  best  thought  of  as  service;  service  is  common  1 
ductive  work;  labour  may  be  turned  into  joy  by  thinking  : 
art,  art,  thought  of  as  fine  and  sound  ordinary  work,  is  the  v\  ici- 
est and  best  form  of  culture;  culture  is  a  tempered  human  spirit  . 

William  Richard  Lethaby  died  on  17th  July,  1931,  and  his 
grave  carries  the  simple  inscription  which  epitomises  his  life, 
'Love  and  Labour  are  all'. 


NOTES 

1  W.  R.  Lethaby.  'Morris  as  Work-Master',  a  lecture  delivered  at  the  Birmingham 
Municipal  School  of  Art.  John  Hogg,  N/D. 

2  The  Connoisseur,  August,  1969,  Vol.  171,  No.  690. 

3  In  conversation  with  the  writer,  30.3.68. 

4  William  Morris's  nick-name  for  the  Society  for  the  Protection  of  Ancient 
Buildings. 

5  L.C.C.  Technical  Education  Board  Report,  1 894,  Greater  London  Record 
Office. 

6  Ibid. 

7  'W.  R.  Lethaby.  A  volume  in  honour  of  the  School's  first  Principal',  1957. 
L.C.C.  Centred  School  of  Arts  and  Crafts. 

8  Ibid. 

9  W.  R.  Lethaby,  'Art,  The  Crafts  and  the  Function  of  Guilds',  The  Quest,  No.  6, 
July,  1896. 

10  prisci]]a  Johnston,  'Edward  Johnston',  1959. 

11  Ibid. 

12  C.  M.  Lamb,  Edited  by,  'The  Calligrapher's  Handbook'.  1956. 

13  Edward  Johnston.  'A  Book  of  Sample  Scripts',  Victoria  and  Albert  Museum, 
1966. 

14  Eric  Gill.  'Autobiography',  1940. 

15  Typographical  adviser  to  the  Monotype  Corporation. 

16  'The  Four  Gospels',  with  engravings  by  Eric  Gill,  the  Golden  Cockerell  Press, 
i_93 1  • 

17  The  private  press  of  Emery  Walker  and  Cobden-Sanderson.  See  'J.  H.  Mason, 
R.D.I.'  The  Twelve  by  Eight  Press,  1961. 

18  The  late  Dora  Billington,  in  a  letter  to  the  writer,  4.3.68. 

19  An  article  on  this  church  will  appear  in  a  future  issue. 

2U  W.  R.  Lethaby.  'Architecture,  Nature  and  Magic',  Duckworth,  1956;  and  W. 
R.  Lethaby,  'Education  for  Industry',  Notes  by  Members  of  the  Arts  and  Crafts 
Exhibition  Society,  John  Hogg,  1919. 

21  An  association  founded  in  Germany  in  1907. 

22  W.  R.  Lethaby.  'Scrip's  and  Scraps'  privately  printed,  1956  (?). 


8.  Church  at  Brockhampton,  Herefordshire, 
designed  by  W.  R.  Lethaby  and  built  1902. 
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Rome.  A  Tribute  to  Cotirbet 

SINCE  Rome  scholarships  were  discontinued 
the  superb  rooms  at  the  Villa  Medici  have 
not  been  used.  These  are  now  being  converted 
into  exhibition  rooms  and  the  first  show  to  be 
mounted  (until  January  2sth,  1970)  is  of  the 
work  of  Gustavc  Courbet,  to  celebrate  the 
1  soth  anniversary  of  his  birth.  Some  50  canvases, 
often  not  well  known  (many  from  private 
collections)  emphasise  the  considerable  affinity 
of  this  master  of  the  naturalistic  school  with 
modern  trends.  He  was  a  forceful  classical 
painter  with  a  rustic,  warm-hearted  peasant 
style  who  opened  the  door  to  Impressionism 
in  his  search  for  truth  and  his  defence  of  the 
cult  of  the  open  air.  However,  none  of  his 
successors  could  equal  his  vigour,  his  feeling 
for  detail  or  his  robust  style.  In  the  first  place, 
Courbet  was  bold  enough  to  break  with 
tradition  and  to  take  up  subjects  considered 
to  be  vulgar,  thereby  recalling  the  spirit  of  the 


Flemish  painters  of  the  17th  century.  The 
scandal  aroused  by  Les  Baigneuses  and  L'Entcrre- 
ment  is  well  known.  In  his  portraits  and  still— 
lifes  the  Spanish  influence  can  be  detected, 
particularly  the  sombre  manner  of  Zurbaran 
and  Velazquez.  Gradually,  under  the  influence 
of  the  light  of  the  south,  his  palette  became 
brighter  as  in  La  Rencontre,  La  Curee,  a  few 
stormy  seascapes,  and  L' Atelier,  which  was 
rejected  by  the  1855  Salon.  The  painter  there- 
fore decided  to  exhibit  in  a  huge  building 
constructed  at  his  own  expense  and  did  so 
again  for  the  International  Exhibition  of  1S67. 
His  energetic  revolt  against  official  art  then 
brought  him  into  political  conflicts.  Condemned 
to  prison  tor  six  months  after  the  1S70 
Commune  and  then  fined  heavily  he  went  into 
exile  to  Switzerland  where  he  died  at  the  age 
of  58. 

Paris.  Rembrandt's  Finest  Etchings 

THERE  has  never  been  so  perfect  an  etcher 


as  Rembrandt.  All  the  processes  of  etching 
are  evident  in  the  127  works  assembled  at  the 
Louvre  until  January  6th:  a  very  happy  choice 
consisting  of  some  300  prints.  The  very  interest- 
ing point  about  this  exhibition  is  that  several 
states  of  the  prints  have  been  assembled  from 
four  French  collections — Louvre,  Bibliotheque 
Nationale,  Dutch  Institute  and  Petit  Palais. 
It  is  plain  that  the  artist  frequently  altered  his 
original  subject  during  the  process  of  engraving. 
In  this  way  wc  can  see  how  the  work  develops 
through  successive  modifications,  through 
different  hikings  and  the  use  of  various  types 
of  paper.  The  self-portraits  of  his  youth  can 
be  compared  with  the  impressive  simplicity  of 
his  late  work.  An  examination  of  each  of  the 
stages  shows  how,  in  most  instances,  Rembrandt 
was  inclined  to  simplify  by  eradicating  details 
and  to  create  an  atmosphere  of  mystery  by 
accentuating  dark  patches. 


1.  Courbet.  Etretat,  1869.  Exhibited  at  the  Villa  Medici  in  Rome. 


2.  Rembrandt.  Adam  and  Ere.  Etching,  1678.  Louvre. 


=J»  .  -         M  C.  
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Paris.  Eighteenth-century  Painting 

BEFORE  they  are  dispersed  to  modem  buildings, 
the  Musee  de  Bordeaux  is  showing,  until 
January  4th,  in  one  of  the  homes  of  classical 
painting,  the  Galerie  Cailleux  (136  Faubourg 
Saint-Honore,  Paris)  a  selection  of  50  paintings 
and  pastels  in  aid  of  medical  research.  It  is  an 
international  collection  which  shows  that 
eighteenth-century  art  in  Europe  knew  no 
frontiers.  Wertmuller,  a  Swede,  stands  side 
by  side  with  Francois  Casanova,  a  Venetian 
born  in  London;  Pillement,  Joseph  Vernet, 
those  who  worked  in  England  such  as  ZofFany 
and  Gavin  Hamilton,  Raeburn  and  Stuart, 
the  Genoese  Magnesco,  also  Chardin, 
Perronneau,  Largilliere,  and  the  American 
Benjamin  West:  in  short  the  best  of  one  of  the 
finest  collections  in  France. 

Paris.  Great  and  Minor  Masters 

IT  is  seventy  years  since  the  death  of  Claude 
Monet.  Until  January  31st,  the  Galerie  Durand- 
Ruel  (37  avenue  de  Friedland)  is  paying  him 
a  well-deserved  tribute.  In  fact  it  was  Paul 
Durand-Ruel,  grandfather  of  the  present  owner 


of  the  gallery,  who  discovered  Monet  and  his 
friends  and,  as  he  was  a  wealthy  man,  took  the 
trouble  throughout  his  life  to  defend  and  support 
the  works  of  the  Impressionists,  rejected  by 
everyone  else.  It  was  only  in  1886  that  he  saw 
his  efforts  rewarded  when  American  art-lovers 
accepted  them. 

At  the  same  time,  to  coincide  with  the 
publication  of  a  book  'Les  Petits  Maitres  de  la 
Peinture,  1 820-1920'  by  'La  Gazette'  (8  Rue 
Milton,  Paris)  which  aims  to  reinstate  800 
painters  who  are  not  fully  appreciated,  the 
Galerie  des  Deux-Isles  (1  Quai  aux  Fleurs) 
has  gathered  together  a  large  number  of  works 
of  merit  by  artists  who  have  been  unfairly 
neglected.  It  is  true  that  the  undeniable  greatness 
of  a  few  masters  of  painting  has  cast  into  the 
shadow  many  excellent  minor  artists  who  have 
been  forgotten  by  posterity.  They  have  been 
passed  over.  Since  today,  at  auction,  the  great 
masters  reach  unobtainable  prices,  the  public 
is  looking  for  their  followers  who  will  certainly 
be  highly  valued  in  the  future.  It  should  not  be 
forgotten  that  Boudin  fetches  a  hundred  times 
more  than  he  did  thirty  years  ago.  The  same  is 


true  of  others,  from  the  friends  of  Delacroix 
to  those  of  the  great  Fauves  and  the  Cubists 
including  the  Romantic  landscape  painters,  the 
nineteenth-century  provincial  painters  who 
despised  Parisian  triumphs,  and  illustrators  of 
anecdotes  who  are  now  being  rediscovered. 
Upon  all  of  these  the  book  and  the  exhibition 
hope  to  shed  new  light. 

The  New  Guide  Emer 

THE  Guide  Emer  of  antiquarians  of  Europe 
appears  every  two  years.  In  the  twelfth  edition 
there  are  innovations:  a  list  of  the  64  antique 
fairs  in  Great  Britain  and  on  the  Continent,  a 
comparative  study  of  methods  of  art-dealing 
in  the  different  countries,  the  classification  of 
specialist  workers  (restorers,  forwarding  agents 
etc.).  The  guide  takes  stock  of  the  situation 
in  the  art-market:  more  antique  dealers  in  the 
provinces — there  is  some  decentralisation — 
fewer  dealers  in  Germany  and  the  Low 
Countries,  little  change  in  Spain  and  Italy  but  a 
considerable  increase  in  Belgium  and  England 
with  a  marked  tendency  to  concentrate  in 
certain  places,  particularly  London. 


J9 


The  Connoisseur's  Diary 

Chinoiserie  in  London:  A  Versailles  in  Jerusalem 


THE  official  residence  of  the  United  States 
Ambassador  in  London  is  now  occupied  by 
two  connoisseurs  ot  outstanding  taste.  This  was 
made  very  evident  when  Ambassador  Walter 
Anncnbcrg  and  His  wife,  Lee.  gave  the  British 
press  a  'walkthrough'  Winfield  House  in 
Regent's  Park  following  their  complete  re- 
furbishing of  the  house  which  Miss  Barbara 
Hutton  originally  presented  to  the  United  States 
Government  in  1946. 

An  indication  of  Mr.  and  Mrs.  Annenberg's 
taste  in  art  had  already  been  given  to  Londoners 
in  the  remarkable  exhibition  at  the  Tate  Gallery 
of  paintings  in  the  Anncnberg  Collection.  The 
decoration  and  furnishing  of  Winfield  House  arc 
further  evidence  of  connoisscurship  of  a  high 
order.  With  the  advice  of  Mr.  William  Haines 
and  his  partner,  Mr.  Theodore  Graber,  and  Mr. 
Tom  Crowther  and  others,  the  reception  rooms 
of  Winfield  House  have  been  transformed  into 
one  of  the  most  gracious  and  spectacular  set  of 
apartments  in  London.  In  addition  to  the  paint- 
ings— among  them  a  great  Renoir,  The 
Children  of  Catulle  Mcndes,  in  the  Entrance  Hall, 
works  by  Van  Gogh,  Degas,  Gauguin,  Toulouse- 
Lautrec,  Bonnard,  Cezanne  and  Boudin  set  in 
the  chinoiserie  of  the  Garden  Room,  an  inter- 
nationally-known Monet  of  water  lilies  in  the 
state  Dining  Room — the  Ambassador's  taste  is 
clearly  for  English  eighteenth-century  furniture 
and  other  art  objects  of  the  period.  Many  have 
been  brought  to  London  from  his  home  at 
Wynnewood,  Pennsylvania,  and  will  return 
there  after  his  term  of  duty  in  London.  With 
justification  Mr.  Amienberg's  chief  penchants 
are  for  Adam  and  Chippendale  furniture,  Thai 
silk,  Derbyshire  spar,  Doughty  birds,  yellow 
glaze  Ming  and  Lowestoft  porcelain.  The  ex- 
amples of  these  in  his  collection  are  certainly 


Mainly  of  the  period  Louis  XV,  this  Salon,  one  of  the  best  extant  examples  of  a 
French  eighteenth-century  interior,  has  been  presented  to  the  Israel  Museum  in 
Jerusalem  and  is  now  installed  there.  See  'Period  Room', 


outstanding.  His  favourite  room  is  the  Garden 
Room  pictured  below. 

Period  Room 

A  VICTIM  to  the  axe  of  Baron  Hausmann, 
town  planner  of  Paris  in  the  nineteenth  century, 
was  Hotel  Samuel  Bernard,  built  and  decorated 
between  1740  and  1745  by  Gabriel  Germain 
Boffrand  for  Jacques  Samuel  Bernard,  Comte  de 
Coubert  ('Surintendant  de  la  Maison  de  La 
Reine':  1686-1753).  The  house  was  originally 


situated  at  46  rue  du  Bac  in  the  fashionable 
Faubourg  Saint-Germain.  Following  its  des- 
truction the  Salon  from  it  was  bought  by  Baron 
Edmond  de  Rothschild,  grandfather  of  the 
present  Baron  Edmond,  and  installed  in  his 
great  house  in  rue  du  Faubourg  Saint-Honore 
between  1875  and  1880. 

The  room  was  removed  after  the  last  war, 
when  the  building  was  sold.  It  has  now  been 
presented  by  the  present  Baron  Edmond  and  his 
wife  Nadine  to  the  Israel  Museum  in  Jerusalem 
together  with  100,000  dollars  for  erection  of  the 
room  and  for  maintaining  the  pavilion  in  which 
it  is  housed.  The  room's  furnishings  include  two 
very  fme  signed  Gobelin  tapestries  by  Cozette, 
a  bureau  plat  attributed  to  Migeon,  a  portrait 
by  Nattier,  Ch'ien  Lung  vases  and  an  ormolu 
clock  signed  by  Causard.  The  white  and  gold 
doors  and  the  'parquet  a  la  Versailles'  floor  are 
all  original.  Shipping  and  installation  were 
supervised  by  M.  Henri  Samuel,  of  Alavoine, 
Paris. 


Favourite  room  at  the  Embassy  residence  of  the  United 
States  Ambassador  in  London,  Walter  Annenberg,  is 
this  Garden  Room.  The  Chinese  wallpaper  originated 
from  Townley  Hall  in  Co.  Louth.  Above  the  chimney- 
piece  hangs  Van  Gogh's  La  Berceuse.  See  first  story 
above, 
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International! 
Saleroom 


1.  Samuel  Ho  win.  A  coach  passing  through 
Chippenham.  Pen  and  grey  ink  and  watercolour 
6  X  19A  inches.  £1,155  (Christie's). 

2.  From  a  Davenport  botanical  dessert  service. 
Forty-three  pieces  each  painted  with  a  different 
flowering  plant  within  gold  and  blue  borders. 
£450  (Sotheby's). 

3.  Raoul  Dufy.  'Le  Bestiare  ou  Cortege 
d'Orphee'  by  Guillaume  Apollinaire.  39  wood- 
cuts, 4to,  Paris,  Deplanchc,  191 1.  One  of  122 
copies.  £1,600  (Sotheby's). 


4.  Hans  Holbein  the  younger.  Miniature  of  a 
lady,  c.  1540.  Vellum.  Diameter  i£  inches. 
£21,000  (Sotheby's). 

5.  Italian  bright  steel  full  armour,  c.  1560. 
£1,417  (Christie's). 

6.  Rare  early  George  II  giltwood  pier  glass. 
100  X  36  inches.  £310  (Sotheby's). 


7.  Frederick  Arthur  Verner.  Portrait  of  Sitting 
Bull,  the  Sioux  chief.  Watercolour  715  >  515  mm. 
Signed  and  dated  1883.  £2,000  (Sotheby's). 

8.  One  of  a  set  of  four  late  18th  century- 
Yorkshire  mahogany  hall  armchairs.  £378. 
William  Kent  mahogany  hall  armchair.  £294 
(Christie's). 

9.  Sebastian  Pether.  View  to  the  west  of  Edinburgh 
by  moonlight.  Signed.  23  35  inches.  £892 
(Christie's). 
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10.  David  Murray.  Across  the  river.  Signed  and 
dated  '27.  47  X  71  inches.  ,£147  (Christie's). 

11.  Three-case  Japanese  lacquer  inro  signed  by 
Jokasai  and  Yosei.  ,£1,300  (Sotheby's). 

12.  George  III  mahogany  break-front  library 
bookcase  with  chased  brass  glazing  bars  and 
inlaid  with  satinwood.  114  inches  square. 
,£5,000  (Phillips  Son  and  Neale). 

13.  Willem  Koekkoek.  View  in  a  Dutch  town. 
Signed.  25  x  34  inches.  ,£5,040  (Christie's). 

14.  Obadiah  Sherratt  pottery  tea  party  group. 
Width  7|  inches.  ,£315  (Christie's).  21 

15.  Japanese  17th  century  bronze  figure  of 
Kwannon.  Height  14!  inches.  ,£100  (Sotheby's). 

16.  Minton  porcelain  painted  and  gilded  pot- 
pourri vase  after  a  Sevres  original.  Impressed 
factory  marks.  Incised  mark  of  John  Mortlock 
&  Co.,  Oxford  Street,  London  1881.  ,£550 
(Sotheby's). 

17.  William  Duffield.  Still  life  of  fruit  with  a 
white  cockatoo.  Signed  and  dated  1858.  42^  x  33 
inches.  ,£2,700  (Sotheby's). 

18.  Victorian  silver  casket  with  a  silver-gilt 
panel  cast  and  chased  in  high  relief  with  farm 
horses.  By  Edward  Smith,  Birmingham,  1851. 
Width  6  inches.  22  oz.  7  dwt.  ,£550  (Sotheby's). 

19.  Louis  XVI  silver  soup-tureen  and  stand  by 
Antoine  Boullier,  Paris,  1781-2.  Width  48  cm. 
8000  gr.  ,£14,146  (Christie's,  Geneva). 

20.  Rare  Whieldon  pottery  horse.  Height  7| 
inches.  Repaired.  ,£1,000  (Sotheby's). 


21.  William  Holman  Hunt.  Doctor  Rochecliffe 
performing  divine  in  the  cottage  of  Joceline  foliffe 
at  Woodstock,  c.  1847.  Signed.  27J  x  35^  inches. 
£950  (Sotheby's). 

22.  Rare  Portuguese  silver-gilt  cup  and  cover, 
first  half  of  the  16th  century.  Apparently 
unmarked.  26  oz.  17  dwt.  Height  11  \  inches. 
,£520  (Sotheby's). 

23.  George  III  mahogany  writing  table  with  gilt 
brass  handles  and  Bramah  locks.  Once  the 
property  of  William  Pitt.  Width  56  inches. 
,£4,200  (Christie's). 

24.  Pair  of  Meissen  porcelain  and  Louis  XV 
ormolu  groups  of  horses  and  grooms,  f.  1753. 
Height  12  inches.  £34,146  (Christie's,  Geneva). 

25.  Rare  Capo-di-Monte  (Carlo  III)  group  of 
mice  catchers  modelled  by  Guiseppe  Gricci. 
Height  7}  inches.  Impressed  fleur-de-lis  mark 
in  a  circle.  £13,658  (Christie's,  Geneva). 

26.  One  of  a  pair  of  18th  century  Venetian 
Nubian  torcheres  decorated  in  gold  and  colours. 
Height  88  inches.  ,£2,940  (Christie's). 

27.  Thomas  W.  Bowler.  A  Cape  Malay.  Initialled 
and  inscribed.  Pencil  on  yellow  paper  75  X  65 
mm.  ,£80  (Sotheby's). 
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I.  J.  Berthe  Hess 

5  December  -  12  January  1970 
B.  H.  Corner  Gallery, 
34  Cathedral  Place,  E.C.4. 
Reviewed  by  peter  fuller 

The  picture  illustrated,  La  Recolte,  is  a  character- 
istic example  of  'Bertism',  a  unique  style  of 
painting  evolved  by  Berthe  Hess.  The  paint  is 
applied  lavishly,  sometimes  up  to  two  inches  in 
depth,  but  it  is  put  on  in  short,  sharp  strokes  in 
an  iridescent  maze  of  colours.  The  particular 
effect  this  produces  is  sculptural  in  quality.  The 
grottoes  and  caves  created  by  the  paint,  capture 
the  light  from  a  thousand  different  angles:  the 
exposed  surface  is  far  greater  than  would  be 
possible  in  an  ordinary  picture. 

This  leads  naturally  to  a  suspended  image:  the 
picture  exists  somewhere  between  the  viewer 
and  the  canvas;  it  cannot  be  distinguished  close 
to. 

A  remarkable  feature  of  her  work  is  that  she  is 
not  content  with  a  general,  atmospheric  inter- 
pretation but  captures  the  minutest  details  of 
gesture  and  landscape  and  holds  them,  rever- 
berating through  inches  of  paint. 

One  can  feel  this  unique  quality  in  her  treat- 
ment of  the  potato  plants,  and  in  the  hunched 
figure  of  the  background  worker  in  this  picture. 

However,  technique  is  never  enough.  With 
her  technical  sophistication,  Berthe  Hess  has  a 
warm  and  sensitive  vision  of  human  life  which 
belies  the  intense  labour  and  effort  involved  in 
the  creation  of  her  pictures.  (They  take  many 
months  to  make  and  many  more  years  to  dry. 
The  sheer  weight  of  pigment  involved  is 
amazing.) 

Whether  she  is  painting  dancers,  boxers, 
night-club  artistes  or  peasants  in  a  landscape; 
the  approach  is  the  same.  The  outstanding 
feature  of  her  work  is  the  discovery  of  an 
entirely  new  method  of  painting  without  loss  of 
a  personal,  poetic  vision  of  life.  Despite  the 
arresting,  vigorous  and  bizarre  tensions  created 
by  her  technique,  sympathy,  relish  and  intimacy, 
so  characteristic  of  French  painting,  simply  pour 
from  her  work. 


Abstract  Art  in  England  1913-1915 

1 1  November  -  5  December  1969 
d'Offay  Couper,  9  Dering  Street, 
New  Bond  Street,  W.  1 . 
Reviewed  by  alastair  cordon 

One  of  the  wonders  of  the  history  of  human 
creativity  is  the  constant  recurrence  of  simul- 
taneous combustion  of  agcncral  idea  by  groups  of 
artists  who  are  not  directly  connected.  There  is 
something  in  the  wind,  and  lo !  it  is  caught  up  in 
several  places  at  once,  as  though  by  telepathy. 

Such  an  occasion  was  that  period  just  before 
the  first  war  when  Cubism  appeared  in  France, 
Futurism  in  Italy  and  Vorticism  in  England. 
Cubism  was  the  senior,  and  the  initial  influence, 
but  unless  there  had  been  other  artists  ready  (men- 
tally) to  run  on  similar  and  parallel  lines,  the 
message  would  not  have  been  plucked  from  the 
ether.  Such  artists  there  were  in  England: 
Wyndham-Lewis,  Gaudier-Brzeska,  Bomberg 
and  Epstein.  They  and  others  like  them  were 
only  loosely  connected,  but  what  they  had 
directly  in  their  minds  was  the  same  need  to 
abstract  the  essential  bones  from  nature  and  re- 
duce them  to  geometric  or  machine-like  for- 
mulae. As  Ezra  Pound  wrote:  'The  Vortex  is  the 
point  of  maximum  energy.'  And  indeed,  one 
gets  the  impression  of  a  short  lived  and  feverish 
activity  by  the  Vorticists:  it  is  as  though  they 
were  trying  to  get  everything  said  and  done  be- 
fore Armageddon  came. 

Much  has  been  written  about  the  Cubist 
movement  and  its  offshoots,  but  little  has  been 
done  for  the  Vorticists,  perhaps  because  they 
were  working  in  what  was  then  a  provincial 
backwater,  hi  spite  of  this  handicap  they  repre- 
sent a  very  significant  part  of  the  whole  Euro- 
pean movement,  seen  now  in  retrospect,  for  they 
were  artists  of  considerable  talent  and  tired  by  a 
white-hot  fervour. 

Anthony  d'Offay  of  the  d'Offay  Couper  Gal- 
lery has  performed  a  real  service  to  the  Vorticists 
and  to  art  history  by  producing  a  comprehensive 
exhibition,  properly  documented  and  catalogued 
— the  first  since  191 5  {pace  the  Tate  exhibition  of 
1956).  He  has  done  a  lot  of  detective  work,  even 
bringing  over  the  remains  of  Wyndham-Lewis' 
sketch  book  of  drawings  from  America.  These 
have  never  been  exhibited  before,  since  they  have 
been  out  of  circulation  for  50  years. 

Considering  the  artistic  climate  in  this  coun- 
try at  the  time  these  works  were  executed  (191 3- 


2.  Percy  Wyndham-Lewis.  Abstract  composition 
II,  1914-15.  Pencil  and  watercolour  12  X  lo£ 
inches.  d'Offay  Couper  Gallery. 


15)  it  is  astonishing  what  assurance  they  have. 
There  was  no  hesitancy  about  the  Vorticists,  and, 
considering  the  pioneer  nature  of  their  faith,  a 
refreshing  absence  of  dogma :  forceful  assertive 
views — yes,  but  not  narrow  or  constricted  by 
rule  of  thumb.  If  a  curve  was  necessary  amongst 
the  angles,  then  it  was  used,  and  not  broken 
down  into  straight  lines.  Form  was  an  abstract 
from  nature,  and  not  in  opposition  to  it.  And  if 
some  of  the  outbursts  in  Blast  sound  to  our  cyni- 
cal ears  like  naive  bluster,  then  we  must  remem- 
ber (and  be  grateful)  that  it  was  these  artists  who 
were  first  to  blow  away  complacency  in  British 
Art. 

(Catalogues  are  still  available  at  45s.) 

Annual  Exhibition  of  Sporting  Paintings 

8  October  -  31  October  1969 
Richard  Green,  36  Dover  Street,  W.i. 
Reviewed  by  MARINA  VAIZEY 

The  annual  exhibition  of  sporting  paintings  at 
Richard  Green  contained  many  notable  pictures. 
The  painting  by  James  Ward,  1769-18 59,  The 
Rev.  T.  Levett  and  his  favourite  dogs,  cock  shooting, 
exhibited  at  the  Academy  in  18 n,  was  quite 
beautifully  painted,  a  well  composed  picture 
built  up  of  vividly  observed  details;  more  sub- 
dued than  many  other  works  by  Ward,  but  still 
basically  romantic.  The  1838  painting  of  the 
famous  racer,  General  Chassc,  with  his  owner  Sir 
James  Boswell  and  jockey  Holmes,  at  Aintree,  by 
John  Fenieley,  Senior,  1 782-1 860,  was  strikingly 
designed,  a  familiar  idiom  still  freshly  hand- 
some, the  horse  and  two  figures  of  the  fore- 
ground wonderfully  characterised  and  set  into  a 
vista  of  landscape  and  cloud-filled  sky. 

The  painting  by  James  Pollard,  1792-1867,  of 
The  Royal  Mails  at  the  Angel  Inn,  Islington,  on  the 
tiight  of  His  Majesty's  birthday,  1828,  was  meti- 


3.  James  Ward.  The  Rev.  T.  Levett  and  his 
favourite  dogs,  cock  shooting.  Signed.  27k  X  36 
inches.  Richard  Green. 

cuJously  observed,  giving  the  viewer  the  con- 
tinued pleasure  of  fresh  discoveries  of  detail,  all 
in  the  most  enchanting  range  of  richly  glowing 
colours,  well  describing  the  excitements  of  this 
night-time  urban  scene ;  Pollard  was  probably  our 
most  brilliant  painter  of  the  age  of  the  stage- 
coach. There  were  no  less  than  eight  paintings 
by  John  Frederick  Herring,  Senior,  1795-1865, 
in  the  collection,  including  several  sensitive 
renditions  of  farmyard  animals,  appealingly  pre- 
sented but  not  awash  with  sentiment. 

May  I  add,  for  those  not  already  fascinated  by 
the  unique  English  school  of  sporting  paintings, 
that  I  have  rarely  seen  an  exhibition  that  created 
such  obvious  feelings  of  pleasure  and  delight 
among  the  constant  streams  of  visitors.  Richard 
Green  provided  a  collection  of  paintings,  some 
remarkably  beautiful,  on  themes  still  dear  to 
many  hearts. 


Makonde  Sculpture 

25  November  -  February  1970 
Grosvenor  Gallery, 
30  Davies  Street,  W.I. 
Reviewed  by  peter  fuller 

Makonde  sculpture  is  quite  unlike  the  work  of 
any  other  African  tribe  which  has  reached 
London.  It  is  grotesque,  but  it  is  also  amazingly 

4.  Four  Makonde  sculptures  in  carved  ebony. 
Heights  9  to  [2|  inches.  Grosvenor  Gallery. 


fluid  and  lyrical.  It  is  deeply  rooted  in  magic  and 
myth,  but  it  is  executed  in  a  manner  as  sophisti- 
cated as  'Art  Nouveau'.  Although  it  is  possible  to 
recognise  recurrent  themes,  each  work  is  highly 
original  in  its  conception,  reflecting  as  much  the 
creative  individuality  of  the  sculptor  who  made 
it  as  the  collective  consciousness  of  the  whole 
tribe. 

The  Makonde  live  on  a  plateau  to  the  South  of 
Zanzibar  and  Dar-es-Salaam,  on  the  southern 
border  of  Tanzania  and  Cabo  Delgado  in 
Mozambique. 

Their  work  seems  to  fall  into  three  categories : 
single,  grotesque  anthropomorphic  figures  (left 
to  right,  one  and  two  in  the  photo)  weird  and 
wonderful  studies  of  the  serpent-spirit  and  other 
magical  animals  (three)  and  exotic,  elaborate 
totems  (four),  in  which  men  and  animals  are 
often  combined  in  complex,  sinuous  composi- 
tions in  which  limbs  and  abstract  curves  flow 
into  each  other  to  produce  the  most  extra- 
ordinary effects. 

The  combination  of  close  observation  of  the 
empirical  world  (several  of  the  sculptors  can  be 
savagely  realistic  in  their  interpretation  of  disease 
and  deformity)  writh  the  uninhibited  vision  of 
the  serpent,  struggling  with  men  and  joining 
with  women,  suggested,  even  when  not  actually 
depicted,  gives  these  works  a  haunting  power  and 
originality. 

The  Makonde  believe  that  the  first  man  was  a 
sculptor  who  carved  woman  out  of  a  tree,  which 
immediately  came  to  life.  In  this  myth,  one  can 
see  the  origin  of  the  synthesis  between  the  occult, 
and  the  intensely  physical,  which  characterises 
their  work  today.  What  has  been  added  over  the 
years  is  an  extraordinary  virtuosity  and  ele- 
gance, and  a  remarkable  aesthetic  sophistication. 


Arthur  Boyd 

21  October  -  15  November  1969 

Hamet  Gallery  Ltd.,  8  Cork  Street,  W.i. 

Maltzahn  Gallery,  3  Cork  Street,  W.i. 

A.  Tooth  &  Sons  Ltd.,  31  Bruton  Street,  W.i. 

Reviewed  by  MARINA  VAIZEY 

Through  the  sensible  collaboration  of  three 
galleries,  Arthur  Boyd,  the  Australian  painter 
who  has  lived  in  England  since  1959,  had  a 
major  exhibition  of  his  work  this  past  October 
and  November.  All  of  his  works  were  built 
around  several  major  themes,  and  part  of  the 
interest  of  the  three  linked  exhibitions  was  the 
opportunity  to  see  how  a  major  artist  attacks 
the  visual  problems  engendered  by  Biblical 
and  Christian  themes,  and  the  theme  of  creativity 
which  is  a  natural  corollary,  in  a  variety  of 
media  and  techniques. 

To  begin  with  the  graphics,  the  Maltzahn 
Gallery,  3  Cork  Street,  exhibited  a  large  number 
(118  to  be  exact)  of  lithographs  and  etchings, 
drypoints,  and  etchings  with  drypoint  or 
aquatint.  These  included  some  graphic  work  not 
directly  related  to  the  major  themes,  but  most 
concerned  the  story  of  Nebuchadnezzar  and  his 
madness  and  wanderings,  the  story  of  St. 
Francis,  and  the  fresh  and  beautiful  scries  woven 
round  Potter,  presumably  the  artist's  father 
(Arthur  Boyd  being  a  member  of  the  third 


5.  Arthur  Boyd.  Presenting  a  Pot,  1969.  Canvas 
60     48  inches.  Arthur  Tooth  and  Sons  Ltd. 


generation  of  artists  in  his  family).  Arthur  Boyd 
has  only  fairly  recently  taken  to  explorations 
in  these  media,  but  his  outstanding  character- 
istics, an  ability  for  formidable  composition 
and  an  enjoyable  virtuosity,  translate  well. 

At  the  Hamet  Gallery,  8  Cork  Street,  the 
themes  continued  and  the  media  extended:  ink 
and  wash  drawings  continued  to  display  Boyd's 
powers  of  graphic  expression,  his  ability  to  make 
lines  sing  one  into  the  other,  and  a  series  of 
pastels,  most  subtly  and  delicately  coloured, 
coloured  in  depths  like  looking  at  reflections 
in  water,  exhibited  a  sense  of  resonating 
colourations.  Twelve  St.  Francis  pastels  were, 
quite  simply,  ravishingly  beautiful  and  it  is 
totally  impossible  to  give  an  indication  of  their 
colourful  joys  in  reproductions.  Tapestries, 
made  in  Portugal,  and  very  large,  were  also 
extremely  successful,  magnificent  designs  that 
were  properly  subordinate  to  further  variations 
on  the  Nebuchadnezzar  theme.  Texture  is  still 
absent,  but  the  matt  effect  of  gloriously  rich 
colour  combinations  was  exciting  enough. 

At  Tooth's,  31  Bruton  Street,  we  saw  the 
paintings,  and  here  we  had  explosions  of  tex- 
tures, paint  thickly  applied  in  controlled  masses, 
to  convey,  all  too  disquietingly,  the  effects  of 
madness  and  disorientation.  In  the  Potter  scries, 
and  Early  Morning,  figures  on  a  beach,  the 
vastness  of  certain  Australian  landscape  was 
used  several  times  to  produce  a  setting,  delineated 
with  muted  tones,  that  gave  a  feeling  of  lightness 
and  transparency  that  was  quietly  and  gently 
an  emotional  experience  of  landscape. 

In  all  media,  Arthur  Boyd  exhibits  a  kind  of 
controlled  spontaneity,  a  freely  approached 
interpretation  of  experiences  that  whilst  long 
thought  of  are  probably  physically  translated 
fairly  quickly.  Arthur  Boyd  is  an  individual 
artist  of  distinction,  and  this  was  a  splendid 
opportunity  to  see  the  work  of  a  leading  con- 
temporary artist,  whose  energies  arc  continuing 
in  full  flow. 
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Robert  Bates — watercolours, 
etchings  and  lithographs 

20  January  -  14  February  1970 
Luinley  Cazalet,  24  Davies  Street,  W.i. 
Reviewed  by  alastair  Gordon 

Eighteen  months  ago,  when  the  Royal  College 
of  Art  students  had  their  annual  summer  show, 
one  of  them  caught  the  eye  among  all  the 
jumbo-sized  abstracts,  and  his  works  were 
minute  and  detailed  landscape  etchings.  This 
artist  was  Robert  Bates,  now  having  his  first 
one-man  show  at  the  Lumley  Cazalet  gallery  of 
etchings,  lithographs  and  watercolours;  none 
of  them  is  more  than  postcard  size. 

Yet  within  this  compass  Bates  creates  an 
idyllic  world  of  dreamy  delights.  Because  of  a 
tough  sensibility  for  organising  the  physiology 
of  landscape,  there  is  nothing  flabby  nor  sweet; 
the  inventiveness  and  quantity  of  detail  is  so 
deftly  lapped  that  clarity  is  the  immediate  im- 
pression before  one  takes  a  soft  stroll  through 
Bates'  enchanted  gardens. 

With  such  a  profusion  of  shapes  and  forms 
within  such  a  small  space,  the  etchings  would  be 
confused  were  it  not  for  an  unerring  eye  for  the 
balance  of  black  and  white  masses.  As  it  is,  every 
area  of  tone  pulls  its  weight :  there  is  no  heedless 
passenger  in  Bates*  work. 

If  the  etchings  carry  a  reminder  of  Samuel 
Palmer,  the  watercolours  recall  15th  century 
North  European  illumination — blunt  statements 
made  with  delicate  taste  and  fragile  glittering 
colour  that  is  never  vulgar.  And  if  this  gives  the 


7.  Mary  Smirke.  Heme  Bay;  boats  off  shore.  Inscribed.  Watercolour  over  pen  and  ink  5  £  X  8  \  inches. 
Manning  Galleries. 


idea  that  Bates  is  a  throwback,  a  mere  modern 
curiosity,  careful  study  (and  this  really  is 
essential)  will  reveal  the  rounded  sensuous  shapes 
of  contemporary  romanticism,  the  surreal  poetry 
of today. 


6.  Robert  Bates.  The 
mansions  of  the  moon. 
Watercolour  7^  X  5i 
inches.  Lumley  Caza- 
let. 


English  Women  Watercolourists 

Autumn  1969 

Manning  Galleries,  71  New  Bond  Street,  W.i. 
Reviewed  by  denis  thomas 

Newcomers  to  the  ranks  of  collectors  of  early 
English  watercolours  might  well  be  daunted  by 
the  inexorable  upward  trend  in  prices,  and  by 
the  scarcity  of  collectable  artists  who  are  still 
within  relatively  easy  reach.  A  visit  to  the 
autumn  exhibition  at  the  Manning  Galleries, 
however,  and  to  Mr.  Stephen  Erskine-Hill's 
recent  selection  at  the  Alpine  Gallery  (South 
Audley  Street,  W.i.),  would  have  introduced 
them  to  three  such  artists — all  women,  all 
capable  of  enjoyable  work,  and  all  individual 
in  style.  Maria  Spilsbury,  of  whom  Mr. 
Manning  showed  half  a  dozen  examples,  is  one. 
Born  in  1877,  the  daughter  of  Jonathan  Spils- 
bury the  mezzotint  engraver,  she  made  a  modest 
name  for  herself  with  domestic  subjects  which 
to  a  modern  eye  fall  just  the  right  side  of 
sentimentality.  A  watercolour  portrait  of  Maria 
by  her  father  was  also  included:  a  nice  catch 
for  a  specialist  collector. 

In  the  same  exhibition  a  group  of  watercolours 
by  Mary  Smirke  (1779-1845)  caught  the  eye. 
She  too  was  the  daughter  of  a  professional 
artist — Robert  Smirke,  R.A. — and  an  exhibitor 
at  the  Royal  Academy.  The  breezy  freshness  of 
her  seaside  subjects  dating  from  1840  will 
surely  have  alerted  more  than  one  collector  to 
her  possibilities. 

In  much  the  same  spirit,  though  with  a  rather 
more  adventurous  touch,  were  three  water- 
colours  by  Henrietta  Hussey  (born  18 19)  in  Mr. 
Erskine-Hill's  exhibition — another  reminder 
that  the  best  place  to  look  for  collectable  early 
English  watercolours  is  among  the  least  familiar 
names.  There  can  be  no  area  of  collecting  in 
which  the  amateur  so  often,  and  so  delightfully, 
outshines  the  jaded  professional. 
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Claud  Lovat  Fraser 

1 1  September  -  28  December  1969 
Victoria  &  Albert  Museum, 
South  Kensington,  S.W.7. 
Reviewed  by  derek  Hudson 

Mrs.  Grace  Lovat  Fraser  not  only  lent  most  of 
the  items  but  also  contributed  an  interesting  intro- 
duction to  the  souvenir-book  of  this  welcome 
exhibition  of  the  work  of  her  husband,  who 
died  in  1921  at  the  sadly  early  age  of  31.  Lovat 
Fraser's  versatility  recalled  that  of  his  successor 
Rex  Whistler,  whose  military  service  and  pre- 
mature death  he  also  anticipated;  primarily 
a  stage  designer,  Fraser  could  turn  happily  to 
book  production  and  illustration,  to  designs 
for  textiles  and  toys.  His  most  potent  influences 
seem  to  have  been  Joseph  Crawhall,  Gordon 
Craig,  and  the  Beggarstaff  collaborators  James 
Pryde  and  William  Nicholson.  Many  of  Ins 
romantic  themes  apparently  derived  from 
Pryde — sinister  houses,  four-poster  beds,  tall 
columns  with  a  banner  slung  between  them;  in 
particular,  the  fascination  with  the  seedy  and  the 
criminal  which  made  him  the  ideal  designer  for 
The  Beggar's  Opera.  Some  of  these  influences 
may  have  filtered  down  to  Fraser  through  his 
and  Pryde's  friend  Gordon  Craig;  and  it  was 
Crawhall,  Craig  and  Nicholson,  rather  than 
Pryde,  who  will  have  inspired  Fraser  in  his 
noticeably  practical  application  of  his  talent,  and 
specifically  in  the  masterly  decorations  for  his 
chapbooks  and  broadsides. 

Considering  the  shortness  of  his  life,  Fraser's 
output  was  large,  and  not  all  of  it  was  used  for 

8.  Claud  Lovat  Fraser.  Poster  advertising  The 
Beggar's  Opera  produced  at  The  Lyric  Theatre, 
Hammersmith,  June  1920.  Colour  lithograph 
30  X  20  inches.  Victoria  and  Albert  Museum. 
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its  intended  purpose  in  his  life-time;  one  may 
recall  the  posthumous  publication  by  the  First 
Edition  Club  of  his  Sixty-three  Unpublished 
Designs  (for  A  Shropshire  Lad)  which  show  his 
gift  for  small-scale  illustration  at  its  best.  It  is  a 
pity  the  souvenir-book  does  not  contain  one  of 
the  photographs — they  are  included  in  the 
exhibition — of  this  attractive  artist,  whom  an  old 
countryman  described  as  'the  most  perfect  and 
beautiful,  true-hearted  gentleman  we  have  ever 
known'. 


Jean-Francois  Millet 

5  November  -  5  December  1969 
Wildenstein  Gallery,  147  New  Bond  Street, 
W.i. 

Reviewed  by  DENIS  THOMAS 

For  a  painter  whose  achievement  has  never  been 
in  serious  dispute,  Jean-Francois  Millet  is  rarely 
to  be  seen  in  London  exhibitions.  Certainly, 
within  living  memory,  no  collection  of  his 
paintings  has  been  brought  together  for  public 
view  in  London,  though  his  drawings  are  ex- 
hibited from  time  to  time.  The  loan  exhibition 
at  the  Wildenstein  Gallery  in  New  Bond 
Street  must  therefore  rank  as  an  event.  By 
showing  paintings  and  drawings  side  by  side 
it  emphasised  Millet's  claim  to  technical 
mastery  allied  to  a  highly  individual  vision 
which,  with  hindsight,  can  be  seen  to  have 
paved  the  way  for — among  others — Van  Gogh. 
Everyone,  he  once  declared,  'ought  to  have  a 
central  thought,  une  pensee  mere,  which  he  ex- 
presses with  all  the  strength  of  his  soul,  and  tries 
to  stamp  on  the  hearts  of  others'.  With  Millet 
such  an  aim  does  not  seem  pretentious.  His 
drawings,  exemplified  at  the  Wildenstein  ex- 
hibition by  half  a  dozen  noble  studies  in  red 
chalk,  black  crayon  and  pencil,  have  an  un- 
troubled certainty  of  purpose  achieved  by  only 
the  greatest  draughtsmen;  and  the  paintings — 
once  he  had  shed  the  early  temptation  to  turn 
out  pretty  decorations  in  the  marketable  18th- 
century  mode — are  stripped  of  all  mannerism. 

As  Mr.  Denys  Sutton  remarks  in  his  intro- 
duction to  the  catalogue,  the  moral  content  of 
Millet's  paintings  made  a  strong  appeal  to 
Victorian  England.  But  his  own  life  did  not 
follow  quite  the  romanticised  course  which  his 
early  admirers  wished  upon  him.  He  may  have 
been  a  peasant  by  birth,  with  sympathies  rooted 
in  the  soil,  but  he  nevertheless  stocked  his  mind 
with  literary  and  classical  references.  He  was 
devoted  to  Poussin,  overwhelmed  by  Rem- 
brandt, awed  by  Michelangelo — 'Celui  qui  mi 
hanta  toute  ma  vie'.  The  popular  conception  of  a 
self-taught,  semi-literate  peasant  hardly  stands 
up  to  the  facts,  or  to  the  paintings. 

Of  the  many  rare  pleasures  at  the  Wildenstein, 
the  portraits  could  be  said  to  communicate  the 
most  unexpected  delight.  They  date  from  the 
early  1840s,  and  are  marked,  as  Mr.  Sutton 
puts  it,  by  an  intensity  which  would  have  been 
appreciated  by  the  Prc-Raphaelitcs.  They  in- 

10.  Jean-Francois  Millet.  La  Charette.  Black 
chalk  and  pencil,  with  scraperwork  and  stump- 
ing 26J  X  19J  niches.  Lent  by  John  Tillotson  Esq. 
Wildenstein  and  Co.  Ltd. 


9.  Jean-Francois  Millet.  Portrait  of  Pauline- 
Virginie  Ono,  1941-2.  Canvas  28|  X  23I  inches. 
Wildenstein  and  Co.  Ltd. 

elude  one  of  his  first  wife,  Pauline- Virginie 
Ono,  in  which  the  sickliness  which  was  soon 
to  kill  her  is  touchingly  apparent.  Millet's 
treatment  of  the  nude  is  equally  distinctive: 
Mr.  Sutton  sees  in  it  a  repressed  sensuality 
suggestive  of  sexual  frustration — a  possible 
explanation  of  his  frequent  raging  headaches. 
On  the  whole,  however,  Millet  does  not  strike 
one  on  this  showing  as  an  artist  whose  psycho- 
logical impulses  threatened  to  tear  him  apart, 
however  traumatic  some  of  his  personal  ex- 
periences seem  to  have  been.  He  had  the  sanity 
of  all  pessimists,  and  the  gift  of  love. 


\1 


Books  Reviewed 


Brilliant  product  of  extremely  great  learning 


A    CENTURY    OF    DUTCH  MANU- 
SCRIPT ILLUMINATION:  By  L  M  J 

Delaisse.  (Berkeley  and  Los  Angeles :  University 
of  California  Press.  $25.) 

THIS  is  the  most  important  book  on  the  subject 
since  'the  best  stylistic  analysis  in  recent  years 
of  Dutch  manuscript  illumination'  appeared  in 
1955  in  The  Connoisseur  Yearbook  in  a  study 
which  Dorothcy  Miner  confined  to  manuscripts 
in  the  Walters  Art  Gallery.  It  does  not  attempt 
to  survey  all  the  material  and  contains,  for 
instance,  no  reference  to  the  Dutch  Book  of 
Hours  at  St.  Hilda's  college.  Mercifully, 
publication  was  delayed  until  J.  Plummer  had 
published  The  Book  of  Honrs  of  Catherine  of  Cleves 
in  1964,  so  a  postcript  prevents  this  splendid 
general  survey  from  becoming  obsolete  before 
issue. 

The  art  of  the  northern  Low  Countries,  in 
effect  what  is  now  called  Holland,  is  character- 
istically Dutch  in  style.  The  area  did  not  produce 
books  characteristic  of  other  styles  but  books  in 
its  style  were  produced  elsewhere,  especially  in 
the  southern  Low  Countries.  It  is  more  natural, 
sincere,  creative  and  homely,  though  the  south 
became  more  prolific  in  the  second  half  of  the 
fifteenth  century  and  is  more  famous  because  it 
is  more  costly,  being  made  for  courtly  Burgun- 
dian  patrons  instead  of  an  intellectual  and 
religious  elite.  The  very  absence  of  powerful 
patrons  led  to  spontaneity. 

The  first  three  figures  comprise  the  earliest 
group  in  which  individual  faces  are  faithfully 
rendered,  one  of  the  first  medieval  representa- 
tions outside  Italy  of  a  face  with  a  feeling  for  the 
texture  of  features  and  expressiveness  of  a 
human  being  (pre-1378)  and  a  simple  but 
faithful  representation  of  a  dead  man  in  his  bed 
(from  a  Bible  finished  in  1403).  Lynn  had 
drawn  attention  to  the  first  and  Margaret 
Rickert  to  the  second,  but  selection  aimed  by 
a  scholar  to  demonstrate  such  points  is  of 
immense  value.  The  next  four  figures  prove  the 
existence  of  an  early  publishing  house.  Two 
show  deep  emotion.  One  is  inanimate  and  shows 
accurate  planes  of  light  and  shade  and  a  rare 
sense  of  perspective.  These  are  initials  from 
series  which  'follow  the  text  rigorously,  yet 
they  are  not  mere  illustrations;  their  simplicity 
and  straightforwardness  manifest  the  conviction 
of  the  painter'.  The  next  four  come  from  a 
Biblia  Pauperum,  a  text  for  which  accompany- 
ing visual  aids  are  of  special  educational  value, 
followed  by  fig.  13,  an  example  of  a  miniature 
painted  on  a  separate  leaf  with  a  blank  back 
intended  for  insertion  in  a  volume  written  and 
decorated  elsewhere  in  accordance  with  a 
practice  followed  in  Holland,  unlike  France. 
The  importation  of  such  leaves  into  Bruges 
from   Utrecht   was   forbidden  in   1427.  Fig. 


125  (cf.  p.  72)  is  an  imported  picture  inserted 
in  a  book  from  a  publishing  house  in  Bruges 
(the  reference  should  read  fol.  67V  not  67). 

Each  of  the  161  pictures  tells  several  stories, 
the  one  which  the  writer  and  his  illustrator 
intended  and  also  that  of  Delaissc's  study  of  the 
portrayal  of  emotion  or  of  other  aspects  of  Dutch 
art. 

It  is  no  condemnation  of  Delaissc's  book  that 
he  admits  that  the  best  Dutch  MSS.  may  be 
'poor  cousins  compared  with  the  luxurious 
copies  made  for  centuries  for  the  Kings  of 
France  or,  at  a  later  date,  for  the  dukes  of 
Burgundy'.  His  archaeological  approach,  study- 
ing books  as  such  and  the  book  producing 
industry  for  its  own  sake,  makes  even  the  least 
expensive  Dutch  Book  of  Hours  an  object  of 
intense  interest  which  any  collection  would  be 
fortunate  to  include.  'Some  communities 
decorated  the  manuscript  they  had  copied,  but 
the  illustrations,  the  miniatures  proper,  were 
probably  painted  by  lay  craftsmen.'  These 
books  were  produced  in  the  spiritual  climate  of 
Devotio  Moderna,  'out  of  which  grew  the  basic 
values  of  Protestantism'.  It's  characteristic  was 
'an  attitude  of  independence,  but  certainly 
not  of  revolt',  'an  interior  life  .  .  .  fed  directly 
from  the  source,  the  Bible  itself '.  The  owners 
of  these  books  were  not  nobles  but  middle- 
class  people  of  a  touching  straightforwardness 
and  emotional  sincerity. 

Friends  'naturally  could  not  transform  entirely 
a  text  still  deeply  influenced  by  my  mother 
tongue'.  Constructional  difficulties  occasionally 
produce  obscurity  but  there  is  a  welcome 
absence  of  art  jargon.  Temporarily  is  used  to  mean 
'from  the  point  of  view  of  date'  and  figuration, 
unicum  and  mauveine  should  be  avoided 
by  connoisseurs. 

The  index  is  admirable  though  the  sub- 
heading Christ  is  neither  arranged  chrono- 
logically nor  alphabetically,  for  crucified  precedes 
Betrayal  and  Baptism  comes  later  still,  while 
Circumcision  and  Crowning  with  thorns  have 
separate  entries  to  which  there  are  no  cross- 
references  from  Christ.  The  sub-heading  under 
Christ  for  Carrying  Cross  has  eight  entries,  but  a 
separate  main  heading  Cross,  carrying  of  (in 
the  same  column)  has  seventeen  entries.  The 
index  includes  many  subjects  and  objects  but 
omits  interesting  references  to  Broom,  Candle, 
Carvers,  Chairs,  Clothes  line,  Clouds,  Church 
interior,  Congregation,  Ewer,  Feast,  Fireplace, 
Plough,  Spectacles,  Utrecht  Cathedral  and 
Washing.  Walnuts  are  omitted  because  they 
are  wrongly  called  Chestnuts.  Hell,  mouth  of 
refers  to  fig.  78  but  omits  figs.  83  and  144. 
There  is  no  reference  to  the  Death  of  Cain 
because  of  a  misinterpretation  of  'probably  the 
most  powerful  drawing  of  the  fifteenth  century 
in  Northern  Europe'.  It  shows  Lamech.  He 


did  not  shoot  'his  enemy  who  is  fleeing'  but 
accidentally  shot  his  ancestor,  Cain,  and  then 
slew  his  own  son  who  had  been  his  unwitting 
accomplice. 

The  interesting  drawing  of  the  lady  at  the 
bedside  displaying  distress  when  Solomon  and 
the  Queen  of  Sheba  embrace  is  fig.  92  not  fig.  93. 
The  MS.,  called  MS.  Bodley  253  throughout  is 
really  MS.  Bodley  283,  as  correctly  quoted  in 
the  notes  accompanying  one  of  the  coloured 
fdmstrips  of  Dutch  illumination  designed  by 
Jean  Delaisse.  Their  existence  is  useful  as  'the 
reproductions  .  .  .  cannot  reveal  the  daring 
creation,  the  brilliance  or  incredible  refinement 
of  colour'. 

Such  criticisms  are  petty.  The  choice  of 
illustrations  in  this  book  is  the  brilliant  pro- 
duct of  extremely  great  learning;  they  form  an 
integral  part,  which  is  distressingly  rare.  A  de- 
fence of  pictures  in  The  Times  Literary  Supple- 
ment was  signed  by  the  managing  director 
of  a  firm  which  produces  some  of  the  best. 
This  regarded  the  publisher's  real  functions  as 
including  'the  provision  of  illustrations'  which 
'is,  in  its  way,  as  complex  as  the  writing  of  the 
text  and,  when  well  done,  is  entirely  comple- 
mentary'. The  idea  that  a  publisher's  assistant, 
with  the  help  of  a  kind  librarian  or  the  use  of 
extensive  iconographic  indexes  could  'choose 
pictures'  in  the  sense  in  which  Jean  Delaisse  has 
chosen  pictures  is  absurd.  The  word  research  has 
various  levels  of  meaning  and  some  levels  are 
very,  very  much  lower  than  others  and  even 
an  egalitarian  society  should  not  give  them 
parity  of  esteem. — W.O.H. 

SIR  WILLIAM  HAMILTON,  Envoy 
Extraordinary:  By  Brian  Fothergill.  (Faber 
&  Faber.  63  s.) 

MR.  BRIAN  FOTHERGILL'S  Sir  William 
Hamilton  is  the  first  biography  of  this  important 
figure  in  the  history  of  art  patronage.  Long  over- 
due, the  book  comes  up  to  every  expectation.  It 
is  fair,  lively,  extremely  interesting  and  beauti- 
fully written. 

For  far  too  long  Sir  William  Hamilton  has 
been  dismissed  as  the  rather  dull  and  complacent 
cuckold  of  the  ravishing  Emma  in  her  passionate 
affair  with  the  nation's  darling,  Nelson.  In  actual 
fact,  of  this  remarkable  trio  Hamilton's  was  far 
and  away  the  noblest  spirit.  Emma,  apart  from 
her  bewitching  beauty,  was  silly  and  second- 
rate.  When  we  discount  his  heroism  Nelson  was 
illiberal,  and  philistine.  Hamilton  by  contrast 
was  enlightened,  cultivated  and  a  gifted  connois- 
seur. Altogether  he  was  an  intensely  civilized 
man. 

Sir  William  Hamilton  was  a  sort  of  18th- 
century  Sir  Edward  Marsh.  From  1764  to  1800 
he  was  George  Ill's  successful  Ambassador  to  the 
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Kingdom  of  the  Two  Sicilies.  During  the 
American  War  he  managed  to  keep  Naples 
from  alliance  with  France  and  Spain.  During 
the  French  Revolutionary  wars  his  diplomacy 
and  friendship  with  the  royal  family  of  Naples 
was  largely  responsible  for  Nelson's  victories. 
Hamilton's  dearest  interests,  like  Marsh's,  had  to 
be  subordinated  to  his  career.  Nevertheless  with 
little  private  means  he  formed  two  large 
collections  (he  was  forced  to  sell  both  to  raise 
money)  of  paintings  and  drawings  by  old 
masters  and  contemporaries,  and  of  Greek  and 
Etruscan  vases.  The  appearance  in  1766-67  of 
four  sumptuous  volumes  by  d'Hancarville  of 
Hamilton's  Collection  of  .  .  .  Antiquities  had 
enormous  influence  upon  the  neo-Classical 
movement,  and  in  particular  upon  industrial  art. 
John  Flaxman  and  Josiah  Wedgwood's  designs 
were  much  indebted  to  these  publications. 

Hamilton  was  also  a  lover  of  music  and  a 
discerning  patron  of  young  musicians.  Finally, 
he  was  acknowledged  to  be  the  leading  European 
authority  on  volcanology.  His  Campi  Phlegraei, 
Observations  on  the  Volcanoes  of  the  Two  Sicilies, 
published  in  1776  with  a  supplement  in  1779, 
was  acclaimed  by  the  Royal  Society  for  its 
unique  contribution  to  science,  and  by  the 
virtuosi  for  Fabris's  terrifyingly  beautiful 
coloured  plates  of  Vesuvius  in  eruption. — J.L-M. 

EGON   SCH1ELE:   By   Otto   Kallir.  (Paul 
Zsolnay  Verlag,  Vienna.) 

AN  earlier  edition  of  this  book  was  published 
as  long  ago  as  1930,  before  Schiele  had  achieved 
much  recognition  outside  the  small  group  of 
admirers,  mostly  fellow  Viennese,  who  first 
saw  in  him  a  brilliant  new  talent.  The  author 
attributes  the  growth  of  his  fame  largely  to  the 
fact  that  a  great  many  of  his  works  found  their 
way  out  of  Austria  during  the  Nazis'  campaigns 
against  'decadent'  art.  The  post-war  discovery  of 
Expressionism,  and  some  important  recent 
exhibitions  of  Schiele's  work,  have  hastened  the 
process;  and  now  that  Freudian  ideas  arc 
generally  taken  for  granted  (as  the  author  points 
out)  the  painter's  piercingly  realistic  vision  comes 
into  focus.  His  work  is  still  capable  of  shocking, 
as  the  illustrations  to  the  book  make  clear;  but 
the  sensational  element  has  been  liberalised  by 
time. 

Herr  Kallir  gives  a  full  account  of  Schiele's 
short  life,  based  largely  on  material  made 
available  to  him  by  the  family  and  by  the 
painter's  friends.  The  facts  are  brief  and  by  now 
well  known:  the  early  works  condemned  as 
emanations  of  a  sick  mind;  imprisonment  for 
making  'immoral'  drawings;  marriage;  a 
miserable  spell  of  military  service;  unexpected 
success  amid  the  collapsing  Hapsburg  order; 
sudden  death  in  October  19 18  of  Spanish  'flu 
at  the  age  of  28.  There  was  barely  time  for 
Schiele  to  have  discovered  himself  as  an  artist 
before  the  end;  yet  comparisons  with  such  out- 
standing contemporaries  as  Klimt,  Kokoschka 
and  Munch  make  him  seem,  even  in  Herr 
Kallir's  restrained  and  careful  text,  a  born 
original:  'His  austere  image  of  the  world  is  far 
removed  from  Klimt's  decorative  sumptuous- 
ness,  which  lies  as  a  parting  ray  of  light  upon  the 


bourgeois  society  of  the  years  before  the  First 
World  War.  It  is  equally  set  apart  from 
Kokoschka's  art  which,  though  sensitive  and 
analytical,  seems  linked  to  the  Austrian  Baroque 
by  colour  and  dynamic  movement.  Schiele's 
personality  and  art  reflect  both  the  sorrow  of  the 
individual  and  the  tragic  dissolution  of  a  social 
order.' 

Many  of  the  240  plates  reflect  this  sense  of 
doom,  as  if  even  in  life  or  love  the  body  suffers 
a  mortal  hurt.  The  Dead  Aiother,  which  has 
about  it  the  authority  of  a  masterpiece,  fore- 
shadows the  fate  of  his  own  wife,  who  was 
expecting  their  first  child  when  she  was  struck 
down  by  the  191 8  epidemic,  three  days  before  it 
claimed  Schiele  too.  Among  the  colour  plates  is 
The  Family,  a  most  moving,  statuesque  group 
in  which  Schiele  represents  himself  as  the  head 
and  protector  of  a  family:  a  tragic  symbol,  as 
the  author  calls  it,  of  his  abruptly  broken-off 
work  and  life. 

But  the  life  force  is  far  from  absent.  His  land- 
scape pictures  show  an  occupation  with  nature 
no  less  penetrating  than  his  obsession  with  the 
frailty  and  erotic  expressiveness  of  the  human 
body.  'I  now  study  above  all  the  bodily  move- 
ments of  mountains,  water,  trees,  and  flowers', 
he  wrote  once.  'One  is  reminded  everywhere 
of  corresponding  expressions  of  joy  and  pain  in 
plants.'  These,  and  some  wonderfully  evocative 
portrait  studies,  are  among  the  least  expected 
pleasures  of  a  book  which  shows  the  full  range 
of  Schick's  strange  and  disturbing  talent. — D.T. 

COLLECTOR'S  CHOICE:  By  Ruth  Burges. 
(A.  S.  Barnes  &  Co.,  New  York  and  Thomas 
Yoseloff  Ltd.,  London.  105s.) 

MISS  BURGES  is  to  be  congratulated  on  the 
selection  of  rare  and  beautiful  items  illustrated 
in  this  book.  She  discusses  by  way  of  introduction 
the  diverse  enthusiasms  which  motivate  the 
collector;  and  it  would  seem  that  her  aim  has 
been  to  cater  for  the  widest  possible  range  of 
tastes.  Her  text  outlines  also  the  continuous 
process  of  change,  which  is  in  itself  a  fascinating 
study  in  connection  with  the  forming  of  a 
varied  collection.  The  simple  asymmetry  of  the 
Kakiemon  patterns,  borrowed  from  imported 
Japanese  porcelain  made  at  Arita  in  the  17th 
century,  exerted  one  of  the  earliest  influences  on 
European  ceramics,  but  this,  together  with 
various  types  of  chinoiserie,  gradually  gave  way 
to  more  or  less  indigenous  styles  of  decoration. 
Similarly  recognizable  mutations  of  form  caused 
the  baroque  to  be  superseded  by  a  riot  of  rococo 
exuberance,  which  in  turn  yielded  to  the 
straitening  severity  of  neo-Classicism.  Although 
this  shifting  pattern  was,  broadly  speaking, 
coincidental  throughout  Europe,  each  country 
contributed  something  peculiar  to  its  national 
milieu,  while  individual  artists,  both  in  modelling 
and  painting,  fulfilled  an  even  more  significant 
role.  For  some  the  glittering  sophistication  of 
fine  porcelain  has  an  irresistible  attraction, 
others  favour  the  more  robust  and  earthy 
appeal  of  faience.  There  is  too  a  masculine  or 
feminine  approach  to  collecting,  and  to  these 
differing  aspects  the  author  devotes  the  final 
chapters  of  this  imaginative  and  interesting 
survey. — P.S-H. 


DIE  HANDFEUERWAFFEr* 

Schmidt.  Facsimile  reprint  with  an  , 
duction    by    W.    Huminclberger.    "•  lr;  2 
Akademische  Druck-u.  Vcrlagsanstalt.) 

REITERSTUDIEN.  BEITRAGE  ZUR 
GESCHICHTE  DER  AUSRUTUNG 
DER  VORZUGLISCHTEN  REITER- 
ARTEN  IM  XVI.  UND  XVII.  JAH- 
RHUNDERT:  By  Gustav  Suttner.  Fa*  ;i- 
mile  reprint  with  an  introduction  by  Peter 
Krcnn.  (Graz:  Akademische  Druck-u. 
Vcrlagsanstalt.) 

A  NUMBER  of  firms  are  now  regularly 
publishing  facsimile  reprints  of  scarce  works  on 
the  history  of  arms  and  armour.  Outstanding 
among  these  are  the  Akademische  Druck  und 
Vcrlagsanstalt  of  Graz,  not  only  because  of  the 
high  quality  of  their  products  but  also  because 
they  have  so  far  only  reissued  books  that  still 
contain  much  that  is  still  of  practical  value  to  the 
modern  student.  It  can  be  said  at  once  that  the 
two  reviewed  here  do  not  in  any  way  spoil 
this  record. 

Die  Handfeuerwaffen  by  Rudolf  Schmidt  traces 
the  history  of  hand-firearms  from  the  earliest 
times  down  to  1877.  It  was  originally  published 
in  two  parts,  of  which  the  first,  and  larger, 
taking  the  story  down  to  1874,  appeared  in 
1875,  and  the  second,  which  was  intended  to  be 
the  first  of  a  series  of  supplements  covering  new 
inventions  in  the  field,  in  1878.  In  this  reprint 
the  two  have  been  brought  together  in  two 
volumes,  one  containing  the  text  and  the  other 
the  plates.  Added  to  the  original  material  is  an 
excellent  account  of  Schmidt's  life  and  work  by 
Dr.  Walter  Huminclberger. 

Rudolf  Schmidt,  who  was  born  in  Basel  in 
1832,  held  various  important  official  positions 
connected  with  the  design  and  manufacture  of 
firearms  for  the  army  of  the  Swiss  Confederacy, 
and  was  also  a  gun-designer  of  distinction  in  his 
own  right.  He  was  a  technician  rather  than  a 
scholar,  and  from  this  fact  stem  both  the  good 
and  the  bad  qualities  of  his  book.  Where  the 
period  before  the  19th  century  is  concerned  he 
relied  quite  uncritically  for  his  information  on 
secondary  sources  that  are  now  hopelessly  out 
of  date,  while  it  is  clear  from  the  datings  and 
attributions  attached  to  some  of  the  pieces  he 
illustrates  that  he  had  very  little  real  grasp  of  the 
early  history  of  firearms  development.  This 
part  of  the  book  is  therefore  of  little  value  now, 
though  it  does  contain  a  few  snippets  of  interest- 
ing information.  On  the  other  hand,  his  official 
position  enabled  him  to  acquire  an  immense 
first-hand  knowledge  of  firearms,  and  above  all 
of  military  firearms,  produced  during  his  own 
lifetime.  His  account  of  these  contains  a  wealth 
of  technical  and  historical  information  which, 
because  it  is  largely  derived  from  first-hand 
experience,  is  now  immensely  valuable.  Coupled 
with  the  many  sectional  drawings  of  mechanisms, 
ammunition  and  other  details  included  among  the 
plates  it  makes  the  book  an  indispensable  work 
of  reference  for  anyone  studying  the  develop- 
ment of  European  firearms  in  the  19th  century 

Gustav  Suttner's  Reiterstudiett,  which  first 
appeared  in  1880,  deals  with  the  development 
of  the  arms  and  armour  of  the  various  types  ol 
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cavalry  that  replaced  the  heavily-armoured 
medieval  knight  on  the  battlefields  of  Europe 
during  the  16th  and  17th  centuries.  The  author, 
as  is  recounted  in  an  introductory  account  of  his 
career  by  Peter  Krenn,  was  a  man  of  very  wide 
interests,  among  which  the  study  of  arms  and 
armour  took  a  relatively  small  place.  In  this 
field  he  was  very  much  an  amateur,  though  a 
gifted  one,  and  this  shows  to  some  extent  in  his 
book:  for  example,  in  his  uncritical  use  of 
engravings  of  some  inappropriate  pieces  from 
the  Mcyrick  collection.  The  greater  part  of  the 
book  is,  however,  based  on  the  study  of  early 
military  treatises  and  illustrations  of  cavalry  and 
cavalry-equipment  and  on  documents  in  the 
Imperial  Kriegsarchiu  at  Vienna.  This  material  is, 
of  course,  quite  undated  and,  in  the  absence  of 
any  more  recent  work  on  similar  lines,  makes 
the  book  as  valuable  a  work  of  reference  as  it 
was  when  first  published. 

Both  books  .uc  extremely  well  produced, 
the  reproductions  of  the  coloured  lithograph 
plates  in  Schmidt's  work  being  particularly 
successful. — C.B. 

BOOK  PRODUCTION  NOTES 

by  Ruari  McLean 

BOOKS  about  books  proliferate  and  each  new 
one  must  be  scrutinized  closely  to  see  whether 
it  makes  a  useful  contribution  or  not.  Norma 
Levarie's  The  Art  &  History  of  Books  has  just 
been  published  by  James  H.  Heineman  of  New 
York  at  $25.00:  it  is  not  yet  available  in  the  U.K. 

The  text  is  an  introduction  to  the  history  of 
book  design,  starting  with  Cuneiform  clay 
tablets,  and  proceeding  via  Western  illuminated 
manuscripts  to  the  invention  of  printing  in 
Europe:  printed  book  production  is  described 
in  the  main  European  countries  and  America 
down  to  the  twentieth  century.  It  is  an  intelli- 
gently written  account,  but  twentieth  century 
book  design  is  illustrated  only  by  a  Vollard 
(1900),  an  Ashendene  (1932),  a  Rudolf  Koch 
(1923),  a  Bruce  Rogers  (1915),  Maillol's  Daphnis 
et  Chloe  (1937),  Matisse's  Mallarme  (1932), 
Dufy's  Apollinaire  (191 1),  a  Marinetti,  an  El 
Lissitsky,  a  Zapf,  an  Otto  Rohse,  and  the  Spiral 
Press  Ecdesiastes :  a  pleasantly  wide  selection, 
it  is  true,  but  omitting  (to  name  a  very  few) 
anything  from  D.  B.  Updike,  W.  A.  Dwiggins, 
Stanley  Morison,  Francis  Meynell,  Oliver 
Simon  or  any  commercial  publisher  in  any 
country. 

However,  the  justification  of  the  book  is  in 
the  superb  quality  of  its  illustrations.  These 
consist  almost  entirely  of  reproductions  of  full 
pages,  of  which  there  are  nearly  200,  printed 
by  the  Meriden  Gravure  Company  in  that 
quality  of  300-line  screen  offset  that  no  other 
printer  in  the  world  can  yet  match.  What  has 
been  left  out  is  irrelevant:  the  examples  included 
are  virtually  facsimile  (except  that  they  are  in 
monochrome,  and  in  some  cases  have  had  to  be 
reduced)  and  most  are  not  available  in  any  other 
book  in  this  quality  of  reproduction. 

The  author  is  herself  a  designer  in  New  York 
and  her  design  of  her  own  book  is  masterly: 
restrained  and  yet  monumental,  just  what  a 
book  of  tins  kind  requires  and  so  rarely  gets. 


A  book  from  Edinburgh 

THE  Edinburgh  University  Press,  under  the 
direction  of  Mr.  Archie  Turnbull,  is  steadily 
gaining  a  reputation  for  the  outstanding  design 
and  production  of  its  books — which  arc  now 
certainly  among  the  best  to  be  seen  in  this  coun- 
try. An  unusual  recent  example  is  The  Lata'if 
al-ma  'hrij  of  Tha'alibi — (The  book  of  Curious 
and  Entertaining  Information) — translated  (for 
the  first  time  complete  into  any  European 
language)  from  a  thousand-odd-year-old  Arabic 
text  by  Dr.  C.  E.  Bosworth,  Professor  of 
Arabic  Studies  at  Manchester  University  (70s. 
from  Edinburgh  University  Press,  or  Aldinc 
Publishing  Co.,  Chicago). 

The  book  has  been  meticulously  designed  by 
George  Mackie  and  printed  in  Monotype  Bell 
type  by  R.  Cunningham  &*  Sons  at  Alva,  in 
Scotland.  The  page  size  is  q£  X  6|  inches  and 
complicated  notes  are  ingeniously  and  decorative- 
ly  set  in  the  fore-edge  and  foot  margins.  Typo- 
graphical ornaments  printed  in  green  are  used 
on  every  page — in  the  headlines  and  text — 
to  give  an  oriental  flavour.  The  book  has  a 
particularly  successful  binding  design  on  olive- 
green  cloth.  There  are  no  illustrations,  but  there 
is  an  excellent  two-colour  doublespread  map  of 
the  Islamic  world  of  the  author. 


BOOKS  RECEIVED 

(The  inclusion  of  a  book  in  this  list  does  not 
preclude  us  from  publishing  a  review  later.) 

Picasso  and  his  women:  By  Jean-Paul 
Crespelle.  223  pages,  32  plates.  London: 
Hodder  &  Stoughton.  50s. 

Art  in  Mediaeval  France  987-1498:  By  Joan 
Evans.  Third  Edition.  325  pages,  280  plates. 
London :  Clarendon  Press,  Oxford  University 
Press.  £8.  10s. 

Paintings  from  Islamic  Lands  —  Oriental 
Studies  IV:  By  R.  Pinder-Wilson.  204  pages, 
125  plates.  London:  Distributed  by  Faber's 
for  Bruno  Cassirer  Ltd.  55s. 

Europe  in  the  Dark  Ages:  By  Jean  Hubert, 
Jean  Porcher  and  W.  F.  Valbach.  390  pages, 
362  illus.  142  colour  plates,  35  plans  and 
8  maps.  London:  Thames  &  Hudson.  £10.  os. 

Greece,  Gods  and  Art:  By  Alexander  Liber- 
man.  64  pages,  100  colour  plates.  London: 
Collins.  £6.  6s. 

The  Art  of  Africa:  Negro  Art:  By  Dmitry 
Olderogge.  215  pages,  128  plates  and  40 
colour.  London:  The  Hamlyn  Group.  50s. 

Furniture  Design  Set  Free:  The  British 
Furniture  Revolution  1851-1969:  By  David 
Joel.  103  pages,  198  plates.  London:  J.  M. 
Dent  &  Sons.  84s. 

Colour    in    Turner:    poetry    and  truth: 

By  John  Gage.  284  pages,  58  illus.,  and  12 
colour.  London :  Studio  Vista.  90s. 

Contemporary  Indian  Art:  By  P.  R.  Rama- 
chandra  Rao.  Limited  Edition — 1,000  copies. 
49  pages  text,  131  illus.,  and  65  colour. 
India:  Published  by  the  Author.  £6. 17s. 6d. 
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How  to  Identify 
Old  Prints 

F.  L.  Wilder 

Sotheby's  prints  expert  places  his  almost  un- 
rivalled experience  at  the  disposal  of  a  wider 
audience.  The  resurgence  of  interest  in  old 
European  prints  has  found  collectors  and  deal- 
ers inadequately  provided  with  reference 
material.  Mr.  Wilder's  book  redresses  the 
balance.  96  pages  of  photographs.  100  marks. 
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C.  Platten  Woodhouse 
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The  American  Connoisseur 


The  Campbell  Museum  collection 
of  silver 


KATHRYN  C.  BUHLER 


WHEN  this  article  is  published  the  Campbell  Museum,  at 
Camden,  New  Jersey  (President:  Mr.  William  C.  Parker), 
will  have  inaugurated  its  unique  display  of  tureens  in  ceramics 
and  silver  with  an  exhibition  at  the  Philadelphia  Museum  of  Art. 
The  first  printed  notice  of  the  Museum  appeared  recently  with 
the  comment:  'Through  the  ages,  the  exceptional  craftsmanship 
in  vessels  made  for  serving  soup  has  been  a  reflection  of  the  im- 
portant role  of  soup  in  the  diet  .  .  .  Formal  table  settings  rose  to 
the  zenith  of  elegance  during  the  eighteenth  century  when 
exquisite  porcelain,  faience,  and  silver  tureens  were  made 
throughout  the  world.' 

In  1708  William  King,  in  his  Cookery,  had  a  pleasant  little  couplet 
on  this  burgeoning  vessel : 

'In  this  gilt  plate  all  delicacies  were  seen 
And  what  was  earth  before  became  a  rich  terrene. 
Two  decades  later,  N(athaniel)  Bailey's  Universal  Etymological 
English  Dictionary,  published  in  London,  did  not  yet  include 
tureen,  nor  King's  meaning  of  his  word.  Terrene  was  'earthy', 
from  the  Latin ;  terrine  'in  cookery'  from  the  French.  Today  the 
Random  House  Dictionary  still  lists  terrene  and  terrine,  but  gives 
tureen  as  'a  large  deep  covered  dish  for  serving  soup,  stew  or 
other  foods  (earlier  terrene  or  terrine  .  .  .)'.  The  more  colourful 
tale  that  the  name  was  derived  from  Marechal  Turenne  (161 1- 
75)  using  his  helmet  for  soup  seems  firmly  set  aside,  and  no  silver 
vessel  for  soup  is  found  from  his  era. 

W.  W.  Watts,  writing  in  1924,  gave  the  earliest  known 
example  in  silver  as  dated  1703,  with  fluted  and  gadrooned  orna- 
ment of  the  period.  Charles  Oman  cites  one  of  the  same  year 
which  had  been  recorded  in  the  catalogue  of  a  loan  exhibition  at 
the  South  Kensington  Museum  in  1863  and  was  made  by  An- 
thony Nelme.  It  seems  safe  to  consider  that  both  men  wrote  of 
the  same  piece,  mentioned  also  by  others. 

The  earliest  'rich  terrene'  in  the  Campbell  Collection,  very 
many  pieces  of  which  are  here  illustrated  and  described  chrono- 
logically, is  very  softly  gilded  (see  colour  plate  (e)).  Appropriately, 
it  was  made  for  royalty  by  Paul  Ingermann  (1698-1747)  of 
Dresden.  Its  simple  baroque  swirl  is  composed  of  six  deeply  in- 
dented curved  lines  flanked  by  slight  grooves.  The  natural  acan- 
thus ornament  of  raying  leaves  on  the  cover  is  embossed ;  those 
overlapping  as  extensions  of  the  scrolled  legs  and  handles  are 
applied.  The  shallow  stand,  equal  evidence  of  French  influence  on 
European  plate,  has  handles  flatter  than,  but  matching  those  of  the 
tureen  which  arc  secured  beneath  the  shaped  rim  with  a  rectangu- 
lar bar.  On  the  bottom  of  the  bowl,  where  the  deep  lines  inter- 
sect at  the  centre  point,  a  burin  mark  showing  the  silver  removed 
for  testing  follows  one  line  and  flanking  it  are  the  town  and 


maker's  marks.  (The  13  in  the  former  denotes  the  quality;  the 
maker's  is  a  simple  heart-shaped  punch  of  his  initials  over  a 
mullet.)  Above  the  town  mark  is  engraved  in  conjoined  letters 
AR  with  the  numeral  3  superimposed,  for  Augustus  Rex  III 
born  at  Dresden  on  17th  October,  1696,  and  son  of  the  Elector 
of  Saxony  to  whose  title  he  succeeded.  He  was  elected  King  of 
Poland  in  October,  1733  (else  we  might  date  the  tureen  a  little 
earlier)  and  reigned  until  his  death  in  Dresden  on  5th  October, 
1763.  Below  the  maker's  mark  is  the  engraved  numeral  1 , 
repeated  in  the  cover;  the  mate  to  this  tureen,  numbered  2,  was 
published  in  1938  by  Gustaf  Miinthe  in  the  Falk  Simons  Collec- 
tion of  Goteberg.  The  stand  is  also  marked;  additionally  on  its 
outer  rim  and  the  edge  of  the  cover  are  the  tiny  French  marks  of  a 


1.  Tureen  by  Henry  Hebert,  London,  1738/9.  Engraved  with  English 
Royal  Arms  on  collar  and  cover.  H.  298  mm.  (nf  inches) ;  diam.  291  mm. 
(11^  inches).  Wt.  156  oz. 
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2.  Pair  of  tureens  by  Paul  De  Lamerie,  London,  1748/9.  At  left:  engraved  with  Neville  crest;  at  right:  Pilkington  crest.  One:  H.  209  mm.  (8^  inches); 
L.  377  mm.  (14!  inches).  Wt.  75  oz.  iodwt. 


swan  decreed  in  1893  f°r  imported  pieces  from  countries  withou 
custom  conventions  to  prove  the  metal  to  be  of  French  standard. 
Purchased  in  Paris,  it  could  have  been  taken  for  a  native  piece. 

The  second  tureen  (No.  1)  is  also  circular,  one  of  a  pair  and 
French  in  style  but  made  by  Henry  Hebert,  a  Huguenot  gold- 
smith of  London  in  1738/39.  Although  his  name  is  sometimes 
anglicised  to  Herbert,  Henry  Nocq  has  recorded  goldsmiths  in 
Paris  by  the  name  of  Hebert  since  1292.  He  worked  at  the  sign 
of  the  Three  Crowns  in  Panton  Street  by  Leicester  Fields  from 
1734  to  1739.  His  mark  includes  the  three  crowns  and  this  piece, 
probably  ambassadorial  plate,  bears  the  Royal  coat  of  arms  on 
the  applied  concave  collar  and  on  the  convex  step  of  the  cover. 
The  applied  strapwork  which  issues  from  a  neat  circle  of  mould- 
ing around  the  base  is  startlingly  siimlar  to  that  on  the  tureen 
made  a  decade  earlier  by  Simon  Pantinfor  the  Empress  Catherine 
of  Russia.  Her  tureen  was  elliptical,  fashioned  in  one  piece  to  its 
rim.  Its  straps  have  short  plain  members  between  each  of  the 
decorated  ones,  and  all  are  against  a  matted  ground  surmounted 
by  shaped  arches.  The  feet  and  handles  are  similar  to  Hebert's, 
but  Hebert's  heavily  gadrooned  rim  gives  the  Campbell  tureen 
great  style  and  results  in  a  narrow  cover  rim.  The  weights  of  this 
tureen  are  neatly  engraved:  105  14  on  the  base  and  51  on  the 
cover;  today's  scale  shows  only  a  14  dwt.  loss,  indicative  surely  of 
generations  of  appreciation. 

Fashioned  in  the  same  year  and  by  the  most  famous  of  the 
Huguenot  goldsmiths  is  an  elliptical  tureen  by  Paul  De  Lamerie 
(colour  plate  (d)),  further  represented  in  the  collection  by  a  pair 
(No.  2)  from  a  decade  later.  Such  rarities  are  exciting.  The 
pleasure  was  in  no  way  lessened  in  finding  that,  of  the  two 
tureens  illustrated,  P.  A.  S.  Phillips  in  his  definitive  volume  on 
Paul  De  Lamerie  chose  the  Campbell  example  (then  in  the 


3.  Tureen'by  William' Cripps,  London,  1752/3.  Engraved  on  each  side  with 
arms  of  Child  quartering  Wheeler,  crest  in  same  mantling  twice  on  cover. 
H.  286  mm.  (nf  inches) ;  L.  466  mm.  (18 inches).Wt.  139  oz. 
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possession  of  Messrs.  Walter  H.  Willson,  London)  as  one,    .  n 
though  he  was  unable  to  give  its  dimensions.  He  failed  to  mei 
and  perhaps  did  not  know  De  Lamerie's  tureen  of  1723  ( 
spreading  base;  its  flattened  cover  has  both  the  strapwork 
bail  handle  reminiscent  of  those  on  Hebert's  tureen.  De  Lan 
handsomely  rococo  one  (colour  plate  (d))  also  has  its  relief  orna- 
ment and  concave  collar  applied,  which  was  not  alw  ays  done  by 
the  Huguenots.  De  Lamerie's  predilection  for  nature's  forms  is 
seen  most  boldly  in  the  lions'  masks  whose  tails  entwine  their 
legs  above  paw  feet  grasping  balls.  A  lion's  mouth  and  nose 
appear  in  the  scrolls  and  foliage  beneath  the  handles,  a  lion's 
nose  is  in  the  rich  ornament  surrounding  the  plain  boss  engraved 
with  a  crest  beneath  the  cover  handle.  Incongruous  is  the  repre- 
sentation of  a  full  round  head  of  a  sheep  (which  Phillips  mis- 
interpreted in  his  photograph)  beneath  the  boss  in  a  scaled  scroll 
and  shell  cartouche  which  on  each  side  bears  engraved  .inns. 
Wheat  sheaves  and  an  ear  of  corn  are  on  the  sinister  side  of  the 
boss,  foliage  and  flowers  on  the  dexter.  The  reeded  and  tied 
border  has  clusters  of  foliage  at  ends  and  sides,  the  two  steps  of  the 

4.  Tureen  with  liner  by  Thomas  Heming,  London,  1763/4.  Engraved  with  cover  are  flat-chased  in  the  rocaillc  designs  for  which  De 
Royal  Arms  and  supporters  on  one  side;  arms,  crest  and  motto  of      Lameric  is  also   noted.  His  crowned  script  PL  mark  is  Oil  this 

Johnston  impaling  Collyer,  on  other  side.  H.  244  mm.  (9^  inches);  L.  417     tureen  and  its  cover;  its  weight  is  close  to  that  for  which  Phillips 

illustrated  an  invoice,  dated  1720/21,  to  the  Hon.  George  Treby: 
'Delivred  a  terrinne,  weighing  138  oz.  15  dwt.  ^43-18-9 
Fashion  i8d  per  oz  10-8-0 
Engraving  0-12-0' 
The  superb  pair  of  De  Lamerie's  tureens  (No.  2)  date  from 


mm.  (16  ,;;  inches).  Wt.  153  oz. 


5.  Tureen  gilt-lined,  by  Zacharias  Deichmann,  St.  Petersburg,  1766.  Applied  embossed  Russian  eagle  on  each  side  with  monogram  of  Ekaterina  II 
(Catherine  the  Great).  H.  260  mm.  (io|  inches) ;  L.  481  mm.  (18  H  inches).  Wt.  210  oz.  10  dwt. 
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6.  Tureen  by  Patrick  Robertson,  Edinburgh,  1778/9.  Engraved  with  Dun- 
das  arms,  crest  and  motto;  crest  and  motto  on  cover.  H.  293  mm.  (n^ff 
inches) ;  Diam.  296  mm.  (nj>  inches).  Wt.  145  oz. 


1748/9.  These,  too,  are  elliptical,  fashioned  as  is  the  earlier  one 
but  with  indented  corners,  applied  gadrooned  rims  and  em- 
bossed gadrooning  on  the  step  of  the  higher  cover.  Similar  lions 
for  the  feet  are  not  from  the  same  mould.  Double  voluted 
scroll  handles  at  the  ends  are  mounted  with  foliage  and  rise  from 
applied  shaped  and  scroll  designs  above  a  centred  shell.  The 
cover  handles  of  flowers  and  foliage  are  from  the  same  casting ;  a 
chased  scroll-framed  area  of  dotted  scales  extends  beyond  the 
leaves  on  each  cover.  Both  bear  his  block  letter  mark.  The  Lon- 
don Evening  Post,  3rd-6th  August,  175 1,  noting  De  Lamerie's 
death  called  him  'Particularly  famous  in  making  fine  Ornamental 
Plate  and  has  been  very  instrumental  in  bringing  that  Branch  of 
Trade  to  the  Perfection  it  is  now  in'. 

John  Eckford  (Eckfourd)  is  recorded  by  Sir  Ambrose  Heal  as  a 
plateworker  of  Drury  Lane,  London,  1 698-1 720.  Sir  Charles 
Jackson  gives  the  same  entering  date  but  latest  mention  as  1739. 
John  Eckford,  Junior,  is  listed  by  both  as  entering  his  mark  in 
1725;  Heal  gives  the  address  of  the  younger  man  as  Three  Tun 
Court,  1725-34.  Jackson  lists,  to  conform  to  the  general 
change  of  marks  in  1739,  another  mark  entry  but  without 
Junior.  Heal  lists  the  older  man  under  a  new  address  of  Red 
Cross  Street  in  1739  and  a  further  'London,  1748'.  It  seems  that 
these  may  refer  to  the  son  after  his  father's  death.  Jackson,  under 
date  of  1747/8,  shows  the  mark  on  this  tureen  (colour  plate  (f)) 
with  the  comment  'entered  1739'.  It  was  surely  the  second  gene- 
ration Eckford  who  fashioned  the  highly  entertaining  and  skil- 
fully executed  Campbell  tureen  of  1746/7.  Wrought  in  one 
piece  to  its  tied  reeded  border  with  spaced  foliage,  the  body 
ornament  is  entirely  applied;  that  on  the  cover,  whereon  is  the 
same  reeded  border,  is  embossed.  The  full  round  lobster  is  not  a 
very  convenient  handle,  however  careful  its  detail.  The  boar's 
head  body  handles,  with  their  rich  ruffs,  do  not  allow  a  very  firm 
grip.  The  hollow  dolphin  supports  have  heads  out  of  proportion 
to  their  curving  tails  which  flow  into  the  floral  and  strapwork 
decoration.  The  former  Swathling  Collection  had  the  other 
tureen  illustrated  by  Phillips,  for  which  De  Lamerie  in  1736-7 
used  dolphin  feet  and  lobsters  under  its  handles.  Thomas  Ger- 
main, the  outstanding  French  goldsmith-designer,  used  boar's 
head  handles  on  a  tureen  of  1733/4  which  he  made  for  Louis  due 


Colour  plates:  facing  page 

(a)  Top  left.  Tureen  and  stand  by  Jacques  Charles  Mongenot,  Paris, 
1783/4-  Engraved  with  arms  of  Pignatelli  family  of  Naples.  H.  on  stand 
362  mm.  (14!  inches) ;  L.  stand  443  mm.  (17;  inches) .  Wt.  558  oz. 

(b)  Top  right.  Silver-gilt  tureen,  with  liner,  on  stand  by  John  Bridge, 
London,  1828/9.  Engraved  on  bowl  and  on  applied  cartouches  on  cover 
and  stand  with  arms  of  Neeld  of  Grittleton,  Chippenham,  Wiltshire. 
H.  on  stand  355  mm.  (14  inches);  Diam.  tureen  312  mm.  (I2|-  inches). 
Wt.  404  oz. 

(c)  Centre  left.  Silver-gilt  tureen  by  Cornelius  Bland,  London,  1794/5 
Engraved  with  crest  and  motto.  H.  348  mm.  (13  JJ  inches) ;  Diam.  261  mm. 
(10J  inches).  Wt.  118  oz. 

(d)  Centre  right.  Tureen  by  Paul  De  Lamerie,  London,  1738/9.  Engraved 
with  arms  of  Madden  impaling  Creighton,  crest  on  cover.  H.  268  mm. 
(10  &  inches) ;  L.  438  mm.  (17^  inches).Wt.  140  oz. 

(e)  Lower  left.  Silver-gilt  tureen  and  stand  by  Paul  Ingermann,  Dresden,  c. 
1735.  Engraved  for  Augustus  Rex  III,  King  of  Poland.  H.  together  312  mm. 
(12^  inches) ;  Diam.  tureen  267  mm.  (10J  inches).  Wt.  231  oz. 

(f)  Lower  right.  Tureen  by  John  Eckford,  London,  1746/7.  Engraved  on 
each  side  with  arms  of  Gould  impaling  Shaw.  H.  234  mm.  (9}  inches) ; 
L.  394  mm.  (15!  inches).  Wt.  134  oz.  16  dwt. 

d'Orleans  and  where  he  included,  as  he  did  on  others,  lobsters 
lying  on  the  lid  amid  a  cluster  of  vegetables.  Derivative  Eck- 
ford's  piece  may  be,  but  its  craftsmanship  equals  its  role  as  a 
conversation  piece. 

William  Cripps  in  175 1  received  as  an  apprentice  Samuel 
William  Hodgson  who  had  been  apprenticed  to  the  late  Paul  De 
Lamerie  in  1749.  It  was  perhaps  the  highest  accolade  that  could 
be  given  to  Cripps  and  his  workmanship  substantiates  the  trust. 
On  his  tureen  (No.  3),  the  cover  is  in  two  parts  joined  by  yet 
another  variety  of  tied  reeding.  Matting  outlines  the  applied 
leaves  at  the  ends  of  the  cover  and  raying  across  its  dome^ where 
the  pomegranate  finial  with  its  own  whorl  of  leaves  is  screwed. 
The  crest  and  quartered  coat  of  arms  of  Child  and  Wheeler  are 
on  each  side  of  cover  and  bowl  respectively  and  are  in  the  same 
floral  mantling.  Both  were  well-known  goldsmith-banker 
families  and  the  marriage  of  Sir  Francis  Child  to  Elizabeth  Wheel- 
er took  place  in  1671. 

One  of  the  most  exciting  pieces  in  the  Campbell  Collection  is 
a  tureen  (No.  4)  complete  with  its  royal  arms  and  supporters  as 
shown  on  the  trade  card  of  'Thomas  Heming  Goldsmith  to  his 
Majesty'.  Heming  had  entered  his  mark  from  Piccadilly  in  1745 
and  in  1760  became  principal  goldsmith  to  the  Crown,  a  post  he 
held  until  1782.  Among  his  royal  commissions  were  gifts  of 
George  III  to  churches  in  New  York  city  and  Williamsburg, 
Virginia.  He  also  worked  for  the  Russian  Court,  making  a 
charming  chinoiserie  tea  set  for  Catherine  the  Great's  'Chinese 
Palace'  at  Oranienbaum.  Heming's  card  promised  that  he 
'Makes  and  Sells  all  sorts  of  Gold  &  Silver  Plate  in  the  highest 
Taste'  and  in  this  tureen  he  does  not  disappoint.  The  drapery 
flanking  the  arms  and  part  of  the  nearby  long  scroll  are  embossed, 
other  raised  ornament  is  applied  as  is  the  gadrooned  and  lapped 
border.  Simple  areas  of  flat-chasing  and  pebbling  outline  the 
scrolls  and  applied  foliage  extending  from  the  handles.  A  flat- 
bottomed  liner  curves  slightly  to  an  everted  rim  with  applied 
moulded  edge  and  inturned  handles.  Very  worn  Royal  arms 
flanked  by  G  R  are  in  the  centre,  and  the  liner  fits  more  readily 
when  the  engraving  is  toward  the  same  arms  on  the  bowl.  In 
matclnng  embossed  drapery  on  the  other  side,  contained  in 
acanthus  scrolls,  are  the  arms,  crest  and  motto  of  Johnston 
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7.  Pair  of  tureens  by  Johann  Sebastian  Wiirth,  Vienna,  1781.  Recorded  as  'From  Radziwill  Collection,  Castle  of  Niecwicz'.  One:  H.  312  mm. 
(12^  inches) ;  Diam.  276  mm.  (10;  inches).  Wt.  175  oz. 


impaling  Collycr.  The  ornament  of  the  cover  is  entirely 
wrought,  the  cast  cauliflower  finial  with  three  of  its  broad  leaves 
matted  as  well  as  veined  being  screwed  through  the  flattened 
dome  with  an  appropriate  strengthening  disc  under. 

One  of  the  most  unusual  tureens  in  the  collection  (No.  5)  is 
that  made  by  Zacharias  Deichmann  (1706-76)  of  St.  Petersburg 
another  court  goldsmith.  The  tureen  is  apparently  a  descendant 
of  the  mediaeval  nef  whose  secular  purpose  might  be  that  of  the 
ceremonial  salt,  to  hold  utensils,  or  as  a  status  symbol.  This,  as  a 
vessel  for  soup,  is  believed  to  be  unique;  yet  it  has  an  engraved 
No.  10  on  its  cover  rim  for  which  there  is  no  apparent  explana- 
tion. There  could  scarcely  have  been  a  flotilla  of  them.  There  is 
simulated  planking  chased  on  the  curved  base  supported  by 
hollow  dolphins,  their  leaf-like  tails  turned  on  each  side  toward 
the  applied  shaped  shield  embossed  with  Russia's  double-headed 
eagle,  holding  the  raised  monogram  of  Ekaterina  II  (Catherine 
the  Great).  A  concave  and  matted  area  above  the  'hull'  has  em- 
bossed guns  from  portholes  at  the  sides  and  end  portholes  with  a 
'rope'  to  a  central  ring  resting  on  an  open  scroll  (perhaps  a  keel?) 
which  tapers  as  it  is  tangent  to  the  bow  and  stern.  Leaf  bud 
designs  are  incongruous  on  the  bowl  and  on  its  curved  cover,  or 
deck,  where  a  four-barred  capstan  handle  topped  by  a  tree  trunk 
is  held  by  more  'ropes'.  The  capstan's  elliptical  shell-ornamented 
base  is  riveted  in  the  centre  between  embossed  grids.  Engraved 
on  each  end  of  the  deck  is  a  coat  of  arms  of  English  character;  if 
this  indicates  commemoration  of  an  historic  event  it  may  well 
have  been  a  naval  one. 

French  silver  and  ceramic  captions  have  often  proved  puzzling 


8.  Tureen  by  Jorgen  Friis,  Randers,  Denmark,  c.  1780-90.  Pricked  vith 
name  of  Niels  Brok.  H.  290  mm.  (ll|  inches);  L.  389  mm.  (15 inches). 
Wt.  64  oz. 
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9-  Tureen,  with  liner,  on  stand  b\  Giovanni 
Battista  Novalese,  Turin,  c.  1788.  H.  on  stand 
384  mm.  (15J  inches);  Diam.  stand  430  mm 
(17  inches).  Wt.  222  oz. 


10.  Tureen,  with  liner,  and  stand,  by  Ignace- 
Joseph  Craisme,  Paris,  1787.  Engraved  incon- 
spicuously with  unidentified  coats  of  arms.  H. 
on  stand  348  mm.  (13J  inches) ;  L.  stand  423  mm. 
(i6jj  inches).  W.  153  oz.  10  dwt. 


in  nomenclature.  Henry  Nocq  illustrates  a  terrine  by  Edme  Pierre 
Balzac  which  stands  on  grooved  scroll  feet  and  has  a  cauliflower 
finial  not  unlike  the  example  by  Heming  in  this  collection.  A 
soupiere  by  Henry  Auguste  has  a  spreading  single  foot,  or  base. 
Jean  Baptiste  Cheret's  'soupiere  avec  son  plat'  is  again  a  four- 
footed  one  so  that  seems  not  the  differentiation.  A  four-footed 
one  with  its  stand  by  Thomas  Germain  bears  another  caption  of 
pot  a  oille  which  in  the  French  encyclopedia  by  Larousse  is  a  soup 
of  Spanish  origin.  But  problems  do  not  prevent  favourites;  and 
full-round  sculpture  and  fine  reliefs  grace  the  elliptical  tureen 
(colour  plate  (a))  made  in  Paris  by  Jacques  Charles  Mongenot  in 
1783/4.  He  had  been  apprenticed  in  1751  to  Etienne  Guyart 
whose  death  in  1755  transferred  the  youth  to  Jean  Caron  with 
whom  Edme  Joseph  Mongenot  was  presumably  finishing  his 
term.  We  do  not  find  the  relationship  of  the  two,  but  Edme 
furnished  security  in  December,  1775,  for  Jacques  to  become  a 
master  goldsmith  under  the  newly  appointed  fermicr,  Jean  Bap- 
tiste Fouachc.  First  at  Pont  Notre  Dame,  Jacques  was  at  Rue 
Etienne  in  1781  and  when  this  tureen  and  stand  were  made.  Henri 
Clavel  was  fermicr  in  1780,  but  collected  no  tax  on  this  tureen  as  is 
evidenced  by  its  recense  (discharge)  mark  of  a  crown  (a  decree  of 
1768  had  given  exemption  from  taxes  for  silver  made  for  highly 
privileged  persons).  The  Pignatclli  coat  of  arms  is  surrounded  if 
not  fairly  concealed  by  mermaids  on  the  stand  where  the  crowned 
coat  (of  three  jugs,  or  pignatte)  is  in  a  cartouche  and  within  a 
simple  wreath.  The  other  locations  for  this  emblem  of  the  family 
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II.  Tureen  and  stand  by  Robert  Makepeace,  London,  1795  6.  Engraved  on  both  sides  of  bowl  and  stand  with  coat  of  arms  of  Tatton  family  of 
Chester,  the  crest  is  on  the  cover.  H.  on  stand  337  mm.  (13]  inches);  L.  tureen  465  mm.  (18  [g  inches).  Wt.  167  oz. 


which  had  included  Antonio  Pignatelli — Pope  from  1691  to  1700 
as  Innocent  XII — are  on  the  bottom  of  the  bowl  and  under  the 
rim  of  the  cover,  each  in  a  simple  crowned  upright  ellipse.  The 
sculptured  mermaids,  their  outstretched  hands  and  firm  stance  on 
double  tails  which  support  the  bowl,  are  each  secured  by  three 
screws.  The  base  of  the  bowl  has  embossed  leaves  raying  from  the 
centre ;  the  high  scroll  handles  are  of  dividing  leaves  issuing  from 
a  single  one  and  enclosing  fruits  where  they  join  the  rim.  A  band 
of  berried  leaves  is  applied  at  the  rim;  a  flower-crowned  mask, 
no  doubt  of  Neptune,  is  centred  at  each  side  amid  leaves  and  gar- 
lands, all  riveted,  with  a  narrow  bead  applied  below.  The  screws 
and  rivets  possibly  indicate  a  lost  liner.  The  reeded  dome  of  the 
cover  is  encircled  by  four  long  panels,  their  outlines  matted,  a 
rosette  between  each;  and  a  cast  ajoure  plaque  of  scrolls,  fruit  and 
foliage  is  held  by  eight  rivets  as  a  ground  for  the  magnificent 
rising  eagle.  The  broad  rim  of  the  almost  flat-topped  stand  repeats 
that  of  the  cover  except  that,  in  place  of  the  rosettes,  pierced  floral 
scrolls  are  in  circular  depressions.  A  cast  horizontal  border  of 
pointed  leaves  surmounts  the  vertical  edge  whereon  overlapping 


leaves,  as  carefully  finished  though  narrower  at  the  back,  termi- 
nate in  bear's  paw  feet. 

Of  the  same  period,  with  a  possible  span  of  1783-90,  is  an 
Italian  tureen  (No.  9)  made  by  Giovanni  Battista  Novalese  of 
Turin.  Its  stand  is  seven  centimetres  greater  in  diameter  than  the 
length  of  Mongenot's,  and  it  has  the  liner  which  is  necessitated  by 
its  many  screws  and  rivets.  The  sides  of  the  circular  bowl  are  ogee 
in  outline,  a  sharp  step  to  the  almost  flat  base  is  masked  by  a 
riveted  bead  with  grouped  indentations.  A  narrow  concave  collar 
is  below  a  band  of  embossed  leaves  at  the  moulded  rim  where 
high  strap  handles  with  matted  ground  for  stars  set  in  a  guilloche 
design  swing  in  a  wide  curve  from  a  seemingly  useless  hinge  and 
taper  to  be  held  above  a  curling  tip  by  a  screw  through  the  gar- 
land. The  handles  are  flanked  by  lions'  masks  from  behind  which 
separate  garlands  of  fruits,  vegetables  and  foliage  are  suspended. 
The  masks  are  also  screwed  and  extend  in  tapering  grooved 
straps  to  acanthus  decorated  legs  and  square  feet  with  lion's  toes 
at  front.  The  cover  has  a  riveted  bead  above  a  matted  rim  of 
chased  wave  design.  A  figure  of  Hercules  forms  the  handle 
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resting  against  a  slain  arrow-tailed  dragon  and  seated  on  the 
Nemean  lion,  looking  somewhat  like  a  wolf-skin  whicn  is  held 
by  two  screws  through  the  flattened  dome.  The  liner  is  gilt  lined 
and  has  loop  handles  with  long  attachments.  The  flat  top  of  the  stand 
is  enclosed  in  a  crenelated  and  matted  hollow  gallery ;  the  sides 
(or  broad  rim)  curve  and  the  edge  is  in  embossed  leaf  design. 
Four  coifed  masks  are  joined  by  leafy  garlands  to  modelled  discs 
with  pendent  fruits  screwed  above  each  foot. 

Robert  Makepeace,  Junior,  was  a  second  generation  gold- 
smith and  his  neoclassic  elliptical  tureen  (No.  n)  in  form,  fash- 
ioning and  proportion  suggests  that  he  should  have  greater  re- 
nown. The  reeding  around  the  edge  of  the  foot  blends  in  the 
illustration  with  the  reeded  gallery  in  the  centre  of  the  stand 
wherein  the  tureen  is  securely  held.  The  arms,  in  ermine  mantling, 
are  on  the  front  of  the  tureen  and  the  stand  and  the  crest  is 
exquisitely  engraved  on  the  cover. 

Reminiscent  of  the  Craisme  and  Makepeace  tureens  is  a  very 
rare  American  example  (No.  12)  by  Hugh  Wishart  of  New  York, 
who  worked  from  1784  to  18 16  and  who  made  a  second  but  rec- 
tangular tureen  in  the  early  1800s.  A  third  New  York  tureen,  aiso 
rectangular,  by  Christopher  Gifhng  (working  1815-35),  others 
by  Charles  L.  Bochme  (1774-1868)  of  Baltimore  and  Peter  Getz 
(died  18 1 5)  of  Lancaster,  Pennsylvania,  are  all  that  have  been 
published.  (It  is  interesting  also  to  record  that  John  Singleton 
Copley  wrote  from  Paris  in  1774  of  'Soupp  .  .  in  Silver 
Turenes'.)  On  the  cover  (No.  12)  the  cast  hollow  dome  of  grape- 
vine design  is  held  in  place  by  a  pin  and  secured  by  the  long  screw 
of  the  strawberry  finial.  The  leaf  handles  are  bifurcated  above  the 
rim  and  attached  with  spreading,  partly  free-standing  leaves. 
The  lapped  leaf  lower  part  has  a  slight  projection  and  ends  near 
the  spool-form  foot  which  has  a  band  of  embossed  leaves.  En- 
graved in  a  wreath  surrounded  by  the  motto  are  the  arms  of  Ball, 
the  maternal  family  of  George  Washington. 

Three  nineteenth-century  tureens  of  the  Campbell  Collection 
bear  the  marks  of  justly  famous  goldsmiths.  One  (No.  13)  is  by 
Paul  Storr  (1771-1844),  the  subject  of  a  voluminous  biography  by 
the  late  Dr.  N.  M.  Penzer.  This  circular  tureen  and  stand  of 

12.  Tureen  by  Hugh  Wishart,  New  York,  c.  1795.  Engraved  with  arms  of 
Ball,  maternal  family  of  George  Washington.  H.  337  mm.  (13]  inches); 
L.  436  mm.  (17  is  inches).  Wt.  112  oz.  14  dwt. 


1816/17  is  emblazoned  on  each  side  above  its  wrought  reed 
leaf  decorated  calyx  with  horse  supporters  for  the  shic 
impaled  arms;  the  crest  is  engraved  on  each  side  of  the  co 
Embossed  reeding  is  also  on  the  spreading  toot  which  fits  ( 
the  stepped  centre  of  the  stand  whereon  the  gadrooned  rim  c 
tends  at  the  sides  with  scroll  and  leaf  form  flat  handles.  In  1811 
Storr  became  a  partner  of  the  firm  of  Rundell,  Bridge  and  Run- 
dell,  but  withdrew  in  18 19  to  form  another  partnership  and 
retired  in  1839. 

The  most  imposing  tureen  is  possibly  that  by  Robert  Garrard, 
Jr.  (No.  14)  a  second  generation  member  of  his  family  in  the  firm 
which  became  Crown  Jewellers  and  Goldsmiths.  A.  G.  Grim- 
wade  illustrates  in  The  Queen's  Silver  (The  Connoisseur,  1953) 
a  statuette  of  George  IB  by  Paul  Storr  in  1812  and  an  equestrian 
one  of  Queen  Victoria  by  Garrard  in  1840,  the  zenith  in  sculpture 
for  both  men.  In  tins  circular  tureen,  the  lattcr's  modelling  is  seen 
in  the  Triton  and  mermaid  handles,  dolphin  supports  and  cray- 
fish cover  handle.  Romaine  lettuce  leaves  are  embossed  on  the 
cover,  a  rocaille  rim  and  calyx  are  of  great  complexity;  the  spool 
form  foot  with  its  quatrcfoil  joining  is  simple  beneath  the  dol- 
phins which  are  screwed  to  it.  Four  heavy  screws  attach  the 
tureen  to  the  basically  circular  stand  of  elaborately  wrought  flutes 
extending  to  reverse  scallops  of  simulated  waves  which  swirl  at 
both  ends  into  shells  for  handles.  Engraved  on  each  side  with 
appropriate  supporters  is  the  coat  of  arms  with  motto  of  Norton, 
Baron  Grantlcy  of  Markenfield  Hall,  Ripon. 

John  Bridge  (1755— 1834)  was  the  maker  in  1828/9  of  the  gilded 
tureen  with  liner  and  stand  (colour  plate  (b)).  He  was  included  in 
Pcnzer's  biography  of  Storr  who  so  briefly  was  his  partner. 
Philip  Rundell  and  John  Bridge  were  apprentices  of  the  same 
goldsmith,  William  Rogers  of  Bath.  In  1777  Bridge  worked  for 
the  London  firm  of  Pickett  &  Rundell,  later  becoming  a  partner. 
In  1805,  a  nephew  of  Rundell  gave  the  firm  the  name  which  was 
unaffected  by  subsequent  partnerships.  This  tureen  is  firmly  in- 
cised: RUNDELL  BRIDGE  ET  RUNDELL  AURIFICES 
REGIS  LONDINI  on  the  foot  and  under  the  circular  stand. 
Richly  wrought  with  acanthus  leaves  and  raying  lines  on  the 

13.  Tureen  and  stand  by  Paul  Storr,  London,  1816/17.  Engraved  on  each  s»de 
with  arms  of  Robert  Hamilton,  8th  Baron  Belhaven  and  Stenton,  impaling 
Campbell.  Crest  on  cover.  H.  on  stand  340  mm.  ( 1 3 i*  inches);  L.  stand 
485  mm.  (19  is  inches).  Wt.  239  oz. 
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bottom  of  the  bowl,  the  grape  ornament  is  applied  from  a  vine 
which  divides  to  form  the  substantial  handles.  The  cover  has  a 
fluted  gallery  around  the  oak  leaf  base  for  its  pinned  and  screwed 
handle  of  addorsed  twigs.  The  stand  has  a  centre  step  over  which 
the  bowl's  foot-rim  fits,  with  leaf  and  scroll  open  square  handles 
and  a  vine  extending  beneath  the  egg  and  dart  rim  to  form 
broad  open  feet.  The  straight-sided  liner  has  moulded  and  scrol- 
led handles  turned  inward  and  is  engraved  with  crest  and  motto. 
On  the  rim  of  the  bowl  in  a  foliate  cartouche,  and  on  applied 
acanthus  cartouches  screwed  to  each  side  of  the  cover,  are  en- 
graved the  crest  and  coat  of  arms  of  Nceld  of  Grittleton,  Chip- 


penham, Wiltshire;  the  stand  has  arms  and  motto  on  larger 
cartouches.  Philip  Rundell  had  died  in  1827  leaving  over  .£9000 
(Penzer's  amount  differs  from  others)  to  his  great-nephew  Joseph 
Neeld,  who  surely  chose  an  appropriate  firm  and  handsome 
memento. 

Finally  four  ladles  are  presently  included  in  the  Campbell 
Collection:  an  Irish  one  by  Francis  Jones  of  Dublin,  1765;  a 
Scottish  example  by  Gilsland  &  Kerr,  1770/1;  a  very  plain 
Canadian  one,  c.  1800,  by  Pierre  Huguet  dit  Latour  of  Montreal; 
and  a  'thread  and  shell'  or  'King's  pattern'  one  from  China,  made 
for  export. 


15.  Tureen,  Mexican,  mid-eighteenth  century. 
Unknown  maker  in  period  of  Chief  Assayer, 
Diego  Gonzalez  de  la  Cueva.  H.  236  mm.  (9  ,;, 
inches);  L.  378  mm.  (144  inches).  Wt.  116  oz. 
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Samuel  Bing:  patron  of 
art  nouveau 


Part  3:yi~he  House  of  Art  Nouveau  Bing  gabriel  p  weisberg 


WHILE  a  number  of  critics  spoke  unfavourably  about 
Samuel  Bing's  Salons  of  Art  Nouveau,  he  was  not  halted 
in  his  support  of  new  industrial  art.  At  the  Exposition  Universelle 
of  1900  Bing  had  his  own  Pavilion  d'Art  Nouveau.  The  house  of 
'Art  Nouveau  Bing'  stood  in  the  '.  .  .  left-hand  part  of  the 
Esplanade  des  Invalides,  in  the  midst  of  the  Breton  village.  The 
contrast  between  the  calvaries,  the  granite  churches,  the  ancient 
buildings  and  the  modernity  of  this  facade,  adorned  with  a  frieze 


of  orchitis  in  relief,  and  with  its  walls  adorned  by  George  de 
Feure's  panels  representing  Architecture,  Sculpture  and  Ceramics 
was  (impressive)  .  .  .'' 

At  this  exposition  Bing  exhibited  six  model  rooms  of  furniture 
and  interior  decoration  carried  out  by  workmen  under  his  super- 
vision. One  critic  called  the  rooms,  which  were  done  by  George 
de  Feure,  Eugene  Gaillard  and  Eugene  Colonna,  ideal  'novel 
decoration.'2  One  outside  panel  by  George  de  Feure  (No.  1) 


2.  Eugene  Gaillard,  Dining  Room  for  Bing's  Pavilion  d'Art  Nouveau,  c. 
1900.  From  Gabriel  Mourey,  'The  House  of  Art  Nouveau  Bing'  (The 
Studio,  1900). 


I.  George  de  Feure.  Panel  from  Pavilion  d'Art  Nouveau,  r.  1900.  From 
'La  Decoration  ct  les  Industries  d'Art  a  I'exposition  universelle  de  1900', 
Paris,  1900. 
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3.  Eugene  Colonna.  Drawing  Room  for  Bing's  Pavilion  d'Art  Nouveau,  c. 
1900.  From  Gabriel  Mourey  (The  Studio,  1900). 


4.  Eugene  Colonna.  China  cabinet,  c.  1900. 


reflects  an  art  nouveau  interest  in  sensuous  representations  of 
women.  These  figures  emphasise  a  curvilinear  predilection  of 
form  and  could  symbolise  a  bird  shape,  perhaps  a  peacock,  with 
elaborate  designs  at  the  bottom  of  their  dresses.  The  Dining 
Room,  by  Eugene  Gaillard  (No.  2),  had  walls  covered  to  one 
third  the  width  with  a  panelled  wainscoting  in  polished  walnut 
with  copper  applique  on  the  raised  areas.  Above  this  was  a  painted 
decoration  by  Jose  Maria  Sert,  in  grey  and  black,  with  scenes  pro- 
bably mythological  in  nature.  Thus,  the  decoration  in  this  room 
tried  to  create  a  harmonious  relationship  between  decorative 
paintings  and  furniture  in  order  to  create  an  atmosphere  of 
beauty  and  taste.  In  the  background,  to  the  right,  was  a  cabinet 
with  delicate  whiplash  lines  on  it,  further  echoing  the  delicacy  of 
the  interior.  In  the  Drawing  Room  (No.  3),  by  Eugene  Colonna, 
were  walls  covered  by  a  plush  with  a  subtle  green  tone.  The 
furniture  in  the  room  included  an  inlaid  table  at  left  and  a  china 
display  cabinet  of  orange  wood  (No.  4)  at  right.  The  china  closet, 
with  its  slender  and  exceedingly  graceful  lines,  reflected  Colonna's 
interest  in  abstracting  refined  shapes  from  plant  torms. 

Moving  from  this  room  to  the  Bedroom,  by  Eugene  Gaillard 
(No.  5),  one  sees  a  bed  partly  abstracted  from  leaf  shapes  and 
above  it  an  embroidered  canopy.  This  canopy  was  executed  in 
rich  colours  and  had  a  lush  portrayal  ol  flowers  on  it;  almost  as 


if  it  were  meant  to  symbolise  a  flowering  arbour.  The  flowers 
burst  forth  at  the  top  of  the  tapestry  with  many  of  the  vines 
descending  in  a  rapidly  moving  line  downward.  Next  in  this  room 
was  another  hanging  tapestry  (No.  6)  embroidered  with  sweep- 
ing tendrils  of  vines  and  flowers.  The  curvilinear  patterns  and 
lines  were  representative  of  a  fully  developed  art  nouveau  style 
which  in  this  room  was  based  largely  upon  shapes  found  in 
nature. 

A  semi-circular  passage  led  from  the  Bedroom  by  Gaillard  to 
a  Sitting  Room  by  George  dc  Fcure.  In  this  passageway  one 
found  the  external  partition  tilled  with  glasswork  by  de  Feure 
(No.  7).  There  were  four  glass  panels  composed  of  female  figures, 
perhaps  symbolizing  the  seasons.3  The  figures  and  the  garments 
that  they  wore  were  in  movement,  creating  a  rapidly  accelerated 
pattern  in  the  glasswork.  The  impression  that  these  figures  were 
closely  related  to  nature  and  flowers  were  reinforced  not  only  by 
the  figures  holding  occasional  flowers  in  their  hands  but  by  an 
impression  that  they  are  partly  emerging  from  a  form  of  vege- 
tation at  the  top  of  the  panels.  Further,  an  atmosphere  of  seduc- 
tivity  and  sensuality  was  created  by  the  alluring  postures  of 
several  of  the  women  concerned. 

The  passageway  seemed  a  good  introduction  to  the  next  room, 
the  Sitting  Room  (No.  8),  also  designed  by  George  de  Feure. 
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This  setting  created  the  impression  that  dc  Feure  wanted  to 
'revive  the  tradition  of  graceful  French  furniture  of  the  eighteenth 
century  and  adapt  it  to  modern  requirements.'4  All  the  wood- 
work in  this  room  was  gilded,  the  chairs  covered  with  silk  em- 
broidery, and  the  walls  hung  with  brocade  in  abstract  plant 
patterns.  The  chaise  (No.  9),  with  a  gilded  and  graceful  frame, 
had  plant  motifs  on  the  silk  covering.  The  screen  and  chair  at 
the  right  of  the  room  also  combined  painted  images  with  the 
flowing  shape  of  the  gilded  panels.  The  whole  effect  of  this  room 
was  to  create  an  elegant,  almost  aristocratic  atmosphere  that  re- 
called the  grace  and  charm  of  earlier  periods  in  French  interior 
decoration. 

With  all  of  these  rooms  it  is  clear  that  Bins  was  following  two 
rules  which  he  set  himself  in  all  his  interior  designs:  first,  each 
article  had  to  be  adapted  not  only  to  its  correct  purpose  but  had  to 
be  carefully  designed  for  the  role  it  was  to  play  in  the  creation  of 
an  aristocratic  interior;  second,  a  feeling  of  harmony  had  to  be 
achieved  in  both  line  and  colour.3  This  second  rule  was  success- 
fully achieved  by  the  subtle  combination  of  colours  in  many 


designs  and  the  curving  lines  that  moved  in  delicate  harmony 
throughout  the  room.  Upon  occasion,  in  designs  for  the  >ms, 
Bing  became  concerned  with  a  third  rule,  that  of  empl 
the  purely  organic  structure  of  the  piece.  More  clearly,  he 
to  be  telling  his  designers  to  show  the  part  played  by  ever . 
in  the  architecture  of  the  object.6  This  was  best  illustrated  111  th< 
china  closet  by  Colonna.  Certainly,  the  rooms  are  dedicated  to  a 
controlling  use  of  the  intellect  which  dictated  the  shapes  and 
colours  in  order  to  create  an  environment  of  sensibility,  refine- 
ment and  taste.  These  rooms  seem  to  fulfil  Bing's  belief  that  he 
was  a  tastemaker  for  his  country  and  that  whilst  he  was  able  to 
create  settings  of  simple  beauty  with  each  article  yet  they  still 
served  a  practical  purpose. 7 

At  the  same  time  that  Bing  exhibited  the  rooms  in  1900  he 
had  many  artists  working  directly  under  Ins  supervision  in  ad- 
dition to  de  Feure,  Colonna  and  Gaillard.  This  had  been  done  in 
order  to  change  a  haphazard  grouping  of  artists  into  a  tight 
group  patronised  by  Bing.  The  craftsmen  created  designs  for 
ceramics,  lamps,  jewellery,  clasps,  furniture,  jewelled  boxes, 


5.  Eugene  Gaillard.  Bedroom  for  Bing's  Pavilion  d'Art  Nouveau,  c.  1900.  From  Gabriel  Mourey  (The  Studio,  1900). 


porcelain  figures  and  even  letter  containers  of  copper  repousse. 
These  objects  reiterated  Bing's  belief  in  a  total  commitment  to 
the  industrial  arts  and  provided  the  accessories  for  people  living 
within  his  elegantly  constructed  environments. 

The  forms  were  specifically  executed  tor  Art  Nouveau  Bing, 
carrying  this  stamp  on  their  backs  or  bases.  Such  objects  were 
not  only  shown  in  Bing's  shop  but  frequently  at  the  annual 
exhibitions  of  Beaux  Arts  in  Paris  which  had  an  extremely  large 
decorative  arts  section  at  the  annual  show.  One  of  these  forms  was 
a  flambeau  by  George  de  Feure  (No.  10)  with  glass  shades  by 
Louis  Comfort  Tiffany.  This  lamp  was  designed  to  make  use  of  a 
plant  form  so  that  it  would  appear  as  a  growing  or  even  organic 
shape  that  burst  into  flowers  in  the  shades.  The  base  of  the  lamp 
(No.  i  i)  is  in  the  form  of  four  leaves  which  support  the  twisting 
shape  of  the  upward  moving  stems.  Once  again  a  decorator 
working  for  Bing  has  shown  his  preference  for  the  use  of  a  plant 
form  as  the  starting  point  for  his  industrial  object.  This  particular 
flambeau  was  reproduced  in  the  periodical  Art  et  Decoration  in 
roo i,  providing  firm  documentation  for  its  having  been  shown 


at  Art  Nouveau  Bing.*  At  the  Beaux  Art  Salon  of  1902,  George  de 
Feure  had  a  large  exhibition  of  bis  works,  and  this  candelabra 
was  included  among  the  numerous  pieces  shown.11 

Another  artist,  well  represented  by  Art  Nouveau  Bing,  was 
Marcel  Bing  who  designed  pendants  and  brooches  in  gold  with 
enamelled  designs.  Some  of  these  included  the  image  of  a  woman 
cither  encased  in  w  ings  or  surrounded  by  swirling  strands  of  hair 
(No.  12).  These  brooches  were  probably  exhibited  at  the  Salon 
of  1901  where  Marcel  Bing  had  a  large  selection  of  his  works  in 
the  decorative  art  section.  He  gave  his  address  at  that  time  as  22 
Rue  de  Provence,  the  same  address  as  Bing's  establishment.10 
Other  jewellery  works  produced  for  Art  Nouveau  Bing  were  con- 
tributed by  Eugene  Colonna,  including  a  belt  clasp  in  gold  (No. 
13).  All  these  small  objects  contributed  to  Samuel  Bing's  over- 
riding belief  in  continuing  to  support  industrial  decorators. 

Other  artists  are  also  believed  to  have  executed  designs  for 
Art  Nouveau  Bing.  At  the  Salon  of  1904,  Alfred  Daguct  exhibited 
seven  objects  which  were  done  in  repousse  copper.  For  this  ex- 
hibition Daguet  gave  his  address  as  22  Rue  de  Provence.11  One 


II.  George  de  Feure.  Base  of  Flambeau  seen  in  No.  10. 


10.  George  de  Feure.  Flambeau  for  Art  Nouveau  Bing,  c.  1900.  Reproduced 
by  permission  of  Miss  Lillian  Nassau. 


of  these  was  a  box  (No.  14)  that  could  have  held  documents  or 
letters.  Its  lid  comprised  animal  shapes  of  a  swirling  design.  One 
of  the  animals  depicted  is  a  crab  holding  a  snake,  a  possible  refer- 
ence to  Japanese  influence  in  design.  The  effect  is  again  in  keeping 
with  the  impression  of  elegance  which  Bing  wanted  to  demon- 
strate in  his  l'art  decoratif. 

A  fourth  artist,  who  had  examples  of  his  work  displayed  in 
Bing's  store,  was  Paul  Pierre  Jouve.  He  frequently  executed 
designs  of  animals  which  were  cast  in  bronze.  Some  of  his  animals 
were  also  made  in  porcelain.  In  a  representation  of  a  reclining 
monkey  (No.  15)  Jouve  created  an  image  that  conveys  a  comic 
impression.  The  work  bears  the  mark  L' 'Art  Ncui'cau  Bing  on  its 
base,  attesting  to  its  sale  through  Bing's  firm.  Jouve  had  many 
of  his  small  bronze  works  at  the  Salon  of  1905,  again  showing 
how  a  Bing  protege  exhibited  elsewhere.12 

At  this  late  stage  in  Bing's  struggle  for  the  recognition  of 
decorative  art,  he  believed  that  it  was  necessary  to  explain  the  use 
of  the  term  'art  nouveau,'  which  had  by  then  assumed  inter- 


national importance.  His  statements  were  published  in  The 
Architectural  Record  in  1902,  where  he  noted:  'L'Art  Nouveau, 
at  the  time  of  its  creation,  did  not  aspire  in  any  way  to  the  honour 
of  becoming  a  generic  term.  It  was  simply  the  name  of  an 
establishment  opened  as  a  meeting  ground  for  all  ardent  young 
spirits  anxious  to  manifest  the  modernness  of  their  tendencies, 
and  open  also  to  all  lovers  of  art  who  desired  to  see  the  working 
of  the  hitherto  unrcvealed  forces  of  our  day.  Thus  the  term  was 
nothing  but  a  title,  a  name,  or  if  you  like,  a  sign,  incapable  of  ex- 
pressing in  the  two  words  composing  it  the  idea  which  called  it 
forth,  the  aim  to  which  it  tended.  This  idea,  this  aim,  would  be  in- 
dicated more  clearly — if  the  name  of  an  establishment  could  ex- 
tend to  the  length  of  a  phrase — by  the  denomination:  Le  Re- 
nouvcau  dans  l'Art — the  Revival  of  Art.  In  certain  branches  of 
art,  such  as  painting,  for  example,  which  has  steadily  continued 
its  development  in  a  normal  and  regular  way,  no  revival  was 
called  for.  It  was  only  in  relation  to  art  as  applied  to  decoration, 
furniture,  to  ornamentation  in  all  its  forms,  that  the  need  of  a 
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new  departure  was  felt.  This  department  of  art,  in  reality  the 
most  essential  to  man,  being  closely  connected  with  his  daily 
existence,  had  been  at  a  standstill  for  nearly  a  hundred  years.'13 
With  only  a  few  exceptions  in  the  decorative  arts  in  France, 
namely  pioneering  work  by  Felix  Bracquemond,  this  interest 
and  revival  had  been  needed.  Bing  helped  develop  this  renewed 
involvement  in  the  decorative  arts  by  supporting  young  artists, 
by  following  inspirations  taken  from  Japan  and  from  nature, 
and  by  establishing  salons  and  manufactories  to  carry  through 
his  beliefs.  At  the  opening  Salon  of  Art  Nouveau  in  1895  Bing 
developed  a  philosophy  that  'struggled  to  eliminate  the  ugly 
and  luxurious  pretentiousness  from  all  things  in  life'"  He  hoped 
to  create  a  simple  beauty  even  in  the  most  practical  of  objects. 
With  these  aims  in  sight,  his  following  salons,  his  Pavilion  at  the 
Exposition  Universelle  of  1900  and  his  firm,  Art  Nouveau  Bing, 
became  places  where  l'art  decoratif  might  be  shown,  appreciated 
and  bought.  Thus,  by  the  time  of  his  death  in  1905,  Bing  had 
helped  elevate  the  taste  in  France  for  the  industrial  arts.  He  was 
a  man  of  unusual  vitality  and  energy,  who,  by  being  both  a 
Japoniste  and  the  sponsor  of  new  art,  made  substantial  con- 
tributions to  the  'taste'  and  aesthetic  appreciation  of  bis  country. 


12.  Marcel  Bing.  Pendant,  c.  1900-1905.  From  'Modern  Design  in  Jewellery 
and  Fans',  1902. 


14-  Alfred  Daguet.  Lid  of  repousse  box,  c.  1904 
Private  Collection,  New  York. 
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15.  Paul  Pierre  Jouve.  Monkey,  c.  1905.  Reproduced  by  permission  of  Miss 
Lillian  Nassau. 
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The  American  way  with  art 


JOSEPH  T.  BUTLER,  American  Editor  of  The  Connoisseur 


Italian  Baroque  Paintings  at  the  Walters 

DURING  the  past  autumn  the  Walters 
Art  Gallery  (Baltimore,  Maryland)  held 
an  exhibition  of  Italian  paintings  of  the  seven- 
teenth and  eighteenth  centuries.  All  of  the 
paintings  included  are  from  the  Walters  own 
collection  which  is  particularly  rich  in  paintings 
of  this  period.  Called  the  most  important  group 
of  Italian  Baroque  paintings  in  the  United  States, 
the  collection  was  formed  in  Rome  during  the 
last  half  of  the  nineteenth  century  by  I  >on 
Marcello  Massarenti,  Assistant  Almoner  to  the 
Holy  See.  Henry  Walters  purchased  the  entire 
collection  in  Italy  in  1902  and  eventually  trans- 
ferred it  to  Baltimore.  At  present,  Federico 
Zeri  of  Rome  is  preparing  a  catalogue  of  the 
complete  collection  of  Italian  paintings  at  the 
Walters. 

There  has  not  been  a  great  interest  in  Baroque 
painting  until  recent  years.  The  great  popularity 
of  Renaissance  art  has  considerably  overshadowed 
it.  In  our  own  day  there  is  still  considerable 
underestimation  of  the  period  and  many  ot  the 
names  of  painters  are  not  known  to  the  art 
public.  Of  the  thirty-five  paintings  exhibited  in 
this  show,  only  one,  the  Adoration  of  the  Shep- 
herds by  Bernardo  Strozzi,  is  well  known.  This 
work  was  done  between  1615  and  1620  when 
Strozzi  was  working  in  Genoa  and  it  is  con- 
sidered to  be  one  of  the  artist's  tendercst  works. 


I.  Giuseppe  Bartolomeo  Chiari,  Susanna  and  the 
Elders,  oil  on  canvas,  17th  century.  Walters  Art 
Gallery. 


2.  Alessandro  Tarchi.  St.  Peter  and  an  Angel 
Appear  in  Prison  to  St.  Agatha,  oil  on  slate,  17th 
century.  Walters  Art  Gallery. 
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3.  Above  Left.  Bernardo  Strozzi.  Adoration  of  the 
Shepherds,  oil  on  canvas,  17th  century.  Walters 
Art  Gallery. 

4.  Above  Right.  Marco  Ricci.  Landscape  with  the 
Rest  on  the  Flight  into  Egypt,  oil  on  canvas,  18th 
century.  Walters  Art  Gallery. 


5.  Below.  Attributed  to  J.  Evans,  Mother  and 
Daughter  of  the  Chase  Family  of  Deerfield,  N.  H., 
c.  1830.  Mrs.  Cyril  Nelson. 


Collectors'  Choice 

A  HIGHLY  interesting  exhibition  was  held  tins 
fall  at  New  York  City's  Museum  of  American 
Folk  Art.  It  was  a  show  of  American  folk 
paintings  and  carvings  from  both  museum  and 
private  collections.  The  items  were  all  chosen  by 
prominent  collectors  of  folk  art.  In  addition  to 
paintings  and  sculpture,  there  were  also  groups 
of  scrimshaw  and  painted  furniture.  The  in- 
stallation of  the  show  was  handled  beautifully 
and  it  conveyed  a  note  of  gaiety  to  the  atmos- 
phere. 


One  of  the  best  known  folk  paintings,  the  life 
size  portrait  of  Susan  Prince  of  Ncwburyport, 
Massachusetts  by  the  New  England  painter, 
John  Brewster,  Jr.  was  included.  Brewster  was 
an  especially  remarkable  person  because  he  was 
both  deaf  and  dumb.  The  portrait  is  in  the 
collection  of  Mr.  and  Mrs.  Jacob  M.  Kaplan  of 
New  York  City.  The  diversity  of  material  in- 
cluded in  the  exhibition  and  the  roster  of  names 
of  private  collectors  who  lent  to  it  are  both  proof 
of  the  greatly  increased  interest  which  is  being 
taken  in  this  aspect  of  American  art. 

Martin  Johnson  Heade 

IN  this  period  of  re-analysis  of  American  nine- 
teenth-century art,  it  is  quite  appropriate  that  an 
exhibition  of  the  work  of  Martin  Johnson  Heade 
(18 19-1904)  should  have  been  mounted  in  1969 
to  commemorate  the  1 50th  anniversary  of  the 
artist's  birth.  The  show  was  the  outcome  of  a 
collaboration  among  the  Museum  of  Fine  Arts, 
Boston,  the  Whitney  Museum  and  the  Uni- 
versity of  Maryland  Art  Gallery.  It  was  organized 
and  assembled  by  Theodore  Stebbens,  Jr.  of  the 
Yale  University  Art  Gallery  and  William  H. 
Gerdts,  Jr.,  former  director  of  the  Art  Gallery  of 
the  University  of  Maryland.  Mr.  Stebbins  also 
wrote  the  introductory  essay  to  the  very  hand- 
some catalogue  which  has  been  prepared  for  the 
exhibition. 

The  show  contained  53  paintings,  4  prints  and 
9  drawings  which  were  chosen  to  show  the 
extraordinary  range  of  subjects  and  productivity 
of  the  artist's  long  career.  Included  were  genre 
subjects,  portraits,  landscapes,  and  still  lifes. 
Because  the  great  Boston  collector,  Maxim 
Karolik,  was  one  of  the  first  to  'rediscover' 
Heade,  the  collection  of  the  Museum  of  Fine 
Arts  is  especially  rich  in  examples  of  his  work. 
Twenty-three  paintings  and  prints  from  the  M. 
and  M.  Karolik  Collections  were  in  the  show,  the 
largest  single  body  of  his  work. 

Heade  was  born  in  Lumberville,  Pennsylvania 
and  studied  painting  with  Edward  Hicks,  the 
primitive  who  is  well  known  for  his  several 


versions  of  the  Peaceable  Kingdom.  Hcade's 
earnest  efforts  were  in  the  fields  of  portrait  and 
genre  painting  but  he  soon  turned  to  landscape 
and  still  life.  Travel  was  one  of  the  significant 
parts  of  his  life  as  he  started  travelling  at  an  early 
age  and  wandered  through  North  and  South 
America  for  the  remainder  of  his  life.  In  style, 
he  is  properly  classified  with  the  type  of  roman- 
ticism espoused  by  Ryder  and  Allston  although 
his  work  in  some  instances  seems  very  close  to 
that  of  the  Hudson  River  School. 

Through  realism,  Heade  was  able  to  thorough- 
ly project  his  imagination  on  canvas.  His  pain- 
tings always  reveal  a  deep  love  of  nature  whether 
he  was  painting  Brazilian  humming  birds  and 
orchids  or  an  impending  storm  at  sea.  He 
developed  a  technique  of  painting  flowers  on 
velvet  which  allowed  him  to  achieve  the  most 
realistic  results.  Perhaps  his  most  personal  state- 
ment was  his  depiction  of  the  salt  marshes  of  the 
Atlantic  coast  which  he  so  dearly  loved  to  paint. 
Heade  survives  as  a  rather  unique  figure  in  the 
field  of  19th  century  American  painting  and 
stands  out  as  one  of  its  great  masters. 


6.  Martin  J.  Heade,  Mary  Rebecca  Clark,  oil  on 
canvas,  1857.  Museum  of  Fine  Arts,  Boston,  M. 
and  M.  Karolik  Collection. 


7.  Martin  J.  Heade,  Approaching  Storm:  Beach 
near  Newport,  oil  on  canvas,  1867.  Museum  of 
Fine  Arts,  Boston,  M.  and  M.  Karolik  Collection. 


8.  Martin  J.  Heade,  Twilight,  Salt  Marshes, 
charcoal  and  coloured  chalks  on  paper,  1S62-6X. 
Museum  of  Fine  Arts,  Boston,  M.  and  M.  Karolik 
Collection. 
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Willem  De  Kooning  Retrospective 

AN  important  retrospective  of  the  work  of 
William  De  Kooning  concluded  an  extended 
tour  at  Los  Angeles  County  Museum  of  Art  this 
fall.  It  was  organized  by  the  Museum  of  Modern 
Art  and  circulated  through  the  auspices  of  that 
museum's  International  Council.  The  show 
opened  at  the  Stedelijk  Museum  in  Amsterdam 
(the  painter  is  Dutch  by  birth)  and  was  then  seen 
in  London  at  the  Tate  Gallery.  It  opened  on  this 
continent  at  the  Museum  of  Modern  Art  and 
progressed  to  the  Art  Institute  of  Chicago 
before  its  final  showing  on  the  West  Coast.  Mr. 
Thomas  13.  Hess,  the  editor  of  Art  News  served 
as  guest  director  for  the  show  and  he  wrote  the 
splendid  catalogue.  In  all,  147  works  were  in- 
cluded— paintings,  drawings,  pastels,  collages. 

The  exhibition  begins  with  De  Kooning's 
first  mature  works  of  the  1030's  but  stressed  the 
work  of  recent  years  through  a  group  of  pain- 


11.  Willem  Dc  Kooning,  Woman,  oil,  enamel 
and  charcoal  on  canvas,  1949.  Mr.  m&  Mrs.  Boris 
Leavitt. 
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12.  Willem  De 
Kooning,  Pare  Rosen- 
berg, oil  on  canvas, 
1957-  Isabel  and  Donald 
Grossman  Collection. 


tings  not  previously  exhibited.  A  cut-off  dal  o 
January  i ,  1967  was  chosen  but  it  is  into: 
note  that  at  the  time  of  the  Californin 
a  group  of  the  artist's  works  since  I 
shown  at  the  University  Art  Museum,  ! 

Dc  Kooning  was  born  in  Rotterdam,  Hi  11 
in  1904  where  he  received  an  academic  training 
in  art.  In  1926  he  came  to  the  United  States  and 
at  first  supported  himself  at  commercial  art 
jobs.  However,  a  year  with  the  Federal  Art 
Project  (W.P.A.)  enabled  him  to  commit  all  his 
energies  to  painting  and  after  this  ended  he  con- 
tinued to  paint  full-time  with  occasional  part- 
time  jobs  to  support  himself.  A  study  for  a  mural 
was  exhibited  at  the  Museum  of  Modern  Art  at 
this  time,  his  first  work  to  be  shown. 

During  the  20's  Dc  Kooning  experimented 
with  many  styles  but  by  the  30's  it  was  possible 
to  sec  that  his  mature  style  had  developed:  the 
first,  a  series  of  abstractions;  the  second,  a  series 
of  figures,  of  Men,  sitting  or  standing,  and  later 
of  Women.  Mr.  Hess  comments  in  the  cata- 
logue: 'The  Men  have  a  sad,  exiled  look — their 
dark  flat  eyes  echo  the  colours  of  the  background, 
giving  them  a  hollow  tragic  air.  What  had 
happened  was  that  the  New  York  artists  .  .  . 
changed  the  basic  hypothesis  of  art.  It  can  be 
described  (in  a  simile)  as  a  shift  from  aesthetics  to 
ethics;  the  picture  was  no  longer  supposed  to  be 
Beautiful,  but  True — an  accurate  representation 
or  equivalence  of  the  artist's  interior  sensation 
and  experience.  If  this  meant  that  a  painting  had 
to  look  vulgar,  battered,  and  clumsy — so  much 
the  better.' 

De  Kooning's  fust  one-man  show  was  in 


13.  Roy  Lichtenstein,  Dawning,  oil  and  magna  on  canvas,  1964.  Dr.  and  Mrs.  Eugene  A.  Eisner. 
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14.  Roy  Lichtenstein,  Ceramic  Head,  glazed 
ceramic,  1965.  Mr.  and  Mrs.  Michael  Sonnabend, 
Paris. 
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1948  and  he  exhibited  a  series  of  blaek  and  white 
abstractions.  In  1950  Attic,  the  climax  of  the 
black  and  white  abstractions,  was  shown  in  the 
Whitney  Annual  and  later  that  year  Dc 
Kooning's  work,  including  Excavation ,  the 
largest  of  his  abstractions,  was  shown  in  an 
exhibition  at  the  Venice  Biennale.  However, 
almost  as  soon  as  Excavation  left  his  studio  in 
1950,  De  Kooning  began  work  on  Woman  I, 
the  fust  in  his  scries  of  Women  paintings.  These 
pictures  shocked  the  public  and  drew  criticism 
from  the  defenders  of  abstract  art. 

Dc  Kooning  worked  his  abstractions  out  of  the 
Woman  image  in  a  few  months  in  the  spring  of 
1955.  From  1956  until  1963  he  simplified  and 
clarified  his  images  in  shape  and  form,  arriving 
at  new  colours  as  seen  in  Pare  Rosenberg  and 
Suburb  in  Havana.  The  forms  became  fewer,  the 
surfaces  bigger  and  less  apt  to  be  interrupted. 
These  were  based  on  urban  and  suburban  land- 
scape themes. 

Since  1963  Dc  Kooning  has  lived  in  The  Springs 
on  Long  Island,  where  he  has  built  a  large  studio. 
The  concept  of  this  exhibition  was  an  ex- 
tremely exciting  one  because  it  analyses  a  part 
of  the  artist's  career  and  one  wonders  what  is 
to  come. 

Roy  Lichtenstein 

FOR  this  writer,  the  recent  exhibition  of  the 
work  of  the  'Pop'  artist  Roy  Lichtenstein  at  the 
Solomon  R.  Guggenheim  Museum  was  one  of 
the  most  extraordinary  and  exciting  in  a  long 
time.  The  sheer  drama  of  the  paintings  as  they 
were  arranged  down  the  museum's  ramp  was  a 
sight  not  long  to  be  forgotten.  The  direct  appeal 
of  Lichtenstein' s  work  comes  through  his  bold 
use  of  line  and  flat,  hot  colours.  Included  in  the 
show  were  over  too  paintings,  sculptures, 
drawings  and  ceramics. 

Lichtenstein  has  become  a  familiar  figure  to  the 
American  public  as  a  whole  through  the  devclop- 


15.  Above.  Roy  Lichtenstein,  Yellow  and  Green 
Brushstrokes,  oil  and  magna  on  canvas,  1966.  Mr. 
Karl  Stroller,  Darmstadt,  Germany. 

16.  Right.  Roy  Lichtenstein,  Modern  Sculpture  with 
Glass  Wave,  brass  and  glass,  1967.  Mr.  and  Mrs. 
Richard  L.  Selle. 


ment  of  his  'comic  strip'  pictures.  As  a  matter  of 
fact,  most  first  think  of  Lichtcnstein's  work 
when  Pop  art  is  mentioned. 

However,  Mrs.  Diane  Waldman,  Associate 
Curator  of  the  Guggenheim  who  is  to  be  con- 
gratulated for  assembling  the  show,  carefully 
points  out  in  the  catalogue  that  the  'Pop'  label 
should  not  obscure  other  aspects  of  Lichtcn- 
stein's art.  His  paintings  do  often  have  the  same 
type  of  worldly  subject  matter  as  other  'Pop' 
colleagues  but  this  should  not  be  the  criterion 
on  which  to  judge  Lichtenstein.  Rather  his 
chief  interest  is  the  exploration  of  form.  'I'm 
interested  in  developing  a  cliche  which  is  con- 
vincing as  a  brush-stroke,  though  it  isn't  like  a 
brush-stroke',  Lichtenstein  says,  describing  his 
interest  in  the  restrictive  quality  in  art  and  in 
w  hat  he  (  .ills  'apparent  over-simplification'. 

It  was  in  1961  that  Lichtenstein  began  his 
experiments  with  comic  strip  imagery.  He  had 
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17.  Ferdinand  Bol, 
Portrait  of  Saskia,  oil 
on  canvas,  c .  1642.  The 
Museum  of  Fine  Arts, 
Houston,  Gift  of  Mrs. 
Harry  C.  Hanszen. 


18.  Unknown  French 
sculptor,  Reclining 
Venus,  bronze,  17th 
century.  The  Museum 
of  Fine  Arts,  Houston. 


earlier  been  interested  with  cliches  of  Americana 
such  as  Cowboys  and  Indians  and  had  eventually 
turned  to  Abstract  Expressionism  in  1957.  His 
maturity  was  found  in  the  comic  strip  pictures 
and  they  have  had  a  profound  influence 
American  culture  of  the  1960's.  It  has  often  be« 
said  that  De  Kooning's  'Woman'  series  had  a 
great  influence  on  the  development  of 'Pop'  art. 
Lichtenstein  has  taken  'Pop'  and  gone  even 
farther  in  creating  pictures  which  are  not  of  a 
given  object  but  rather  the  objects  themselves. 

Major  Acquisitions  in  Houston 

THE  Museum  of  Fine  Arts  in  Houston,  Texas, 
has  recently  acquired  two  highly  important 
works  of  art.  The  first  of  these  is  Ferdinand  Bol's 
portrait  of  Rembrandt's  wife  Saskia  painted 
shortly  before  or  after  1642,  which  is  the  gift 
of  Mrs.  Harry  C.  Hanszen.  Since  it  is  improb- 
able that  a  Rembrandt  of  such  quality  could  be 
acquired  today,  this  portrait  is  especially  impor- 
tant in  strengthemng  the  Museum's  collection 
of  the  Dutch  Golden  Age.  Bol  worked  in 
Rembrandt's  studio  from  about  1633  until  about 
1640  and  produced  a  series  of  effective  portraits 
which  were  based  on  Rembrandt's  mature  style. 
It  is  only  in  recent  years  through  advanced 
technical  scholarship  that  it  has  been  possible 
to  distinguish  the  works  of  the  two  painters. 

The  other  acquisition,  which  was  by  pur- 
chase, is  a  17th  century  French  bronze  statuette  of 
a  reclining  Venus.  French  bronzes  of  this  period 
are  extremely  rare  and  no  other  cast  of  this 
Venus  is  known.  The  Houston  Museum  owns  a 
very  important  collection  of  Italian  bronzes 
from  the  Percy  S.  and  Edith  A.  Straus  Collection 
so  the  French  bronze  is  important  as  a  corollary 
to  it.  The  bronze  has  previously  been  attributed 
to  Pierre  Puget  but  Philippe  de  Montcbello,  the 
museum's  director,  disputes  this  on  the  grounds 
'that  it  has  none  of  the  Roman,  Baroque 
dynamism  and  intensity  of  Puget . . .'. 
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PRIDES  of  LONDON  L 


A  Sheraton  breakfast  table,  the  circular  top  of 
very  faded  mahogany  and  crossbanded  with  rosewood. 
4  ft.  4  inches  in  diameter. 


179/180  SLOANE  STREET, 
LONDON  S.W.i 

Telephone:  01-235  3080 


BY  APPOINTMENT  ONLY 


PORCELAIN 


J.  ROCHELLE  THOMAS 

ESTABLISHED  1X59 
1 166  SECOND  AVENUE  (between  61st  and  62nd  Streets)  NEW  YORK,  N.Y.  10021     •    TE  2-9361 
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<iA.  very  rare  eighteenth-century 
Dutch  Marquetry  Secretaire 
inset  with  fine  Wedgwood  Plaques. 
Height  59Y,  width  35". 
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MARTIN  JOHNSON  HEADE  (1819-1904) 

Orchids  and  Hummingbirds    Oiloncanvas    12 x193A  inches 


In  the  American  collection 


Hirschl 
&  Adler 


Galleries  inc.  21  East  67  Street  New  York  N.  Y.  10021 

[212]  535-8810    Cable:  Iliramart    Tuesdays  through  Fridays  0:30  lo  5:30    Saturdays  0:30  to  5:00 


Our  contributors  in  this 
issue  include: 

R.  J.  Charleston:  Keeper,  Department  of  Cera- 
mics, Victoria  and  Albert  Museum. 

Howard  T.  joy:  Curator,  the  Rotunda,  Ickworth. 

martin  kemp:  Lecturer  in  fine  arts,  the  Univer- 
sity of  Glasgow. 

John  hoare  kerr:  Director  of  Education,  National 
Endowment  for  the  Arts,  Washington. 

J.  jefferson  miller  ii:  Associate  Curator,  Divi- 
sion of  Ceramics  and  Glass,  Smithsonian  Institu- 
tion. 


Next 

month  in 

The  Connoisseur 


The  March  issue  will  include: 

Sculptors  as  book-illustrators  by  W.  J.  Strachan.  The  twelfth 
and  last  of  the  series  on  the  French  Beau  Livre,  including 
work  by  Laurens  and  Maillol. 

Thomas  Bowler  by  Frank  R.  Bradlow.  A  nineteenth-century 
English  watercolourist  who  lived  and  worked  on  the  Cape  of 
Good  Hope  for  most  of  his  life. 

John  Davenport  by  Ronald  Barraud.  The  originator  of  a 
little-known  method  of  ornamenting  glass  that  was  first 
patented  in  1801. 

The  Rockingham  pottery  by  Angela  Salter  and  Terence 
Lockett.  The  first  results  of  the  preliminary  excavation  of 
the  factory  site  at  Swinton. 

The  Treasure  of  the  conventual  church  of  St.  John  at  Malta 
by  Charles  Oman.  Part  2,  the  plate  used  at  services  described 
in  an  illustrated  inventory  of  1756. 

Yellow-glazed  English  earthenware  by  J.  Jefferson  Miller  II. 
Part  2  deals  with  the  various  decorative  techniques  of  the 
late  18th  and  early  19th  centuries. 

Fletcher  and  Gardiner  by  Katharine  Morrison  McClinton. 
The  most  prolific  and  best-known  makers  of  large-scale 
silver  pieces  in  the  American  Empire  style. 
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EIGHTEENTH  CENTURY  FRENCH  FURNITURE  AND  WORKS  OF  ART 
44  EAST  57th  STREET.  NEW  YORK.  N.  Y.  10022 
TELEPHONE  PLAZA  8-2297 


A  magnificent  Louis  XVI  acajou  and  bronze  dore  mounter 
Adam  Weisweiler.  This  exceptional  piece  bears  the  inventor;  lark  SC9900. 
The  pair  of  porphyry  dishes  are  probably  of  Roman  origin  and  are  mounted 
in  superb  Louis  XVI  bronzes.  The  striking  originality  of  t  r  design  and  the 
quality  of  their  execution  leads  us  to  attribute  them  to  Gouthierc.  The  rare 
Louis  XVI  bisque  and  ormolu  clock  is  an  example  of  the  fascination  the  French 
of  the  late  eighteenth  century  had  for  contemporary  Wedgwood  wares. 


•\  brillianl  example  of  the  rich  flowering  of  French  decorative  art  during  the  middle  of  the  18th  century. 


By  Appointment 
to  H  M  The  Queen 
Silveiimilhs  and 
jewellers 


A  detail  of  the 
engraved  lock  plate. 


p  r^y 


A  highly  important  William  III  walnut 
marquetry  bureau,  the  fall  front  enclosing  a 
fitted  interior.  Veneered  on  all  sides,  and  inlaid 
throughout  with  floral  arabesques  in  the  manner 
of  Gerreit  Jensen  (called  Gerard  Johnson  - 
cabinet  maker  to  William  and  Mary),  cf.  the 
china  cabinet  now  at  Windsor  Castle. 
English,  circa  1  690. 

Height:  3  ft.  Depth:  1  ft.  5  ins.  Width:  1  ft.  10ins. 

This  bureau  is  probably  the  finest  known 
example  of  its  type  and  period. 

Exhibition:  Exhibit  No.  141  (cat.  Plate  97; 
The  BADA  Golden  Jubilee  Exhibition,  Victoria 
and  Albert  Museum,  May  1  968. 


I  >' 


JERE^ 

55  KING'S  ROAD,  < 


Telephone:  FLAxman  0644 
FLAxman  3127 


Members  of  The  Briti; 


FINEST  ENGLISH 


English:  third  quarter  of  the  18th  Century: 

A  magnificent  and  highly  important  Chippendalc-period  tallboy 
executed  in  flame  figured  Spanish  mahogany,  the  drawers  still 
retaining  all  the  original  brasses  and  escutcheons. 
Dimensions: 

Maximum  Height:  6  ft.  11  in. 
Maximum  Width:  3  ft.  8  in. 
Maximum  Depth:  1  ft.  9  in. 
Price:  £1,250  sterling. 


We  acquire  through  enterprise  with  discrimination 


4t 


FOR  YOI 


We  restore  through  expertise  to  perfection 


We  exhibit 


j 


LIU. 


EA,,  LONDON,  S.W.3 


Cables:  JEREMIQUE,  LONDON,  S.W.3 


alers'  Association  Ltd. 


4CH  FURNITURE 


; 


English:  last  quarter  of  the  i 
Century:  A  very  fine  quality 
sheraton  period  pern  broke  table  of 
small  dimensions  being  carried 
out  in  superbly  figured  and  faded 
mahogany  crossbanded  ii 
tulipwood. 
Dimensions: 
Maximum  Height:  2  ft.  3  in. 
Maximum  Width:  3 'ft.  i|  in. 
Maximum  Depth:  2  ft.  4!  in. 

Price :  £685  sterling. 


APPROVAL 


taste  for  appreciation 


We  discuss  with  knowledge  for  elucidation 


Important  ENGLISH  Crewel  work  in  polychrome  wools  late  17th  century,  c.  1680.  Worked  in  brilliant  natural  colours  in 
reds,  greens,  blues,  yellows,  etc..  on  original  linen.  Note  the  field  at  the  bottom  with  animals  and  vegetation.  In  excellent 

condition.    Size  9ft.  9ms  wide  x  7ft.  high  (2m23  X  2m10). 

Mayorcas  Ltd 

+r  Member  of  the  BADA  Ltd 

38  Jermyn  Street  St.  James's  London  S.W.I    Telephone:  01-629  4195 

CHARLES  WOOLLETT  &  SON 


(Members  of  the  British  Antique  Dealers'  Association) 


Antique  Regency  Writing  Table 
Width  4  ft.  6  in. 


59/61  WIGMORE  STREET,  LONDON  WIH9LF 


Established  1889 


Phone  01-935  8664 
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J.  B.  A.  GUILLAUMIN 

IMPRESSIONIST    •    20th  CENTURY 
PAINTINGS 


ACQIAVELLA  GALLERIES  Inc.,  Ill  Easl  79th  Street,  \e\s  York,  RE  !-6:{ll() 


;/ 


hVI  A  HI  ISHED:  i  X66 

OVER  ioo  YEARS  OF  FINE  DEALING 


BIGGS 


MAIDENHEAD 


Open  All  Day 
Including  Saturdays 
Closed  Mondays 

Members  of  the  B.A.D.A.  Ltd 


26,  28,  30,  32  HIGH  STREET 


MAIDENHEAD 


BERKSHIRE 


Charles  11  olivewood  and 
marquetry  side  table 
Height  2ft.  4m., 
Width  3ft.  i^in., 
Depth  2ft.  2in. 

TELEPHONE:  26363/4  STD:OMA8 

24  In.  answer  phone  service 


WILLIAM  WALTER  ANTIQUES 


LONDON  SILVER  VAULTS 


CHANCERY  LANE 


LONDON 


W.C.2 


ANTIQUE 
TABLE  SILVER 
OF  THE 
GEORGE  III 
PERIOD 

60  pieces  of  Old  English  Pattern. 
Date  17S2-85  by  George  Smith  of 
London. 
Weight  .Si  oz. 

60  pieces  of  Hourglass  Pattern. 
Date  [812-25  by  Wm.  Eley,  Win. 
Fearn  and  Wm.  Chawner  of  London. 
Weight  1  16  oz. 

60  pieces  of  Fiddle  Thread  Pattern. 
Date  [815  by  Thomas  Beasley  of 
I ondon. 
Weight  10S  oz. 


TELEPHONE  :  01-242  3248  9 
TELEGRAMS:  WALTER  STRONG  ROOMS 
LONDON  W.C.2. 
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RICHARD  GREEN 

(Fine  Paintings) 


JOHANN  DRECHSLER  (1756-1811) 
Signed  and  dated  1808 
Canvas  34£  X  272  inches 


36  DOVER  STREET  LONDON  WIX4JQ  TELEPHONE  01-493  7997 


DOLPHIN  GALLERIES 

SANTA  BARBARA,  CALIFORNIA 


Pair  Famille  Noire  Square  Vases,  Period  and  Mark  of  Kang-'Si  c.  1710 

Pair  Hare  Early  Queen  Anne  ("hairs,  c.  1705, — Burr  Walnut  Veneers, 
Decorated  with  Floral  Marquetry 

Queen  Anne  Lowboy  in  Figured  Walnut  c.  t  7 r 5 

17th  and  [8th  Century  Masters 
ORIENTAL  ANTIQUES  -  FINE  PERIOD  FURNITURE  -  PORCELAIN 

1253  Coast  Village  Road 
Santa  Barbara,  California  93103 
tel. :  805-969-5026 


j|    BY  APPOINTMENT  TO  HER  MAJESTY  THE  QUEEN,  GOLDSMITHS  AND  CROWN  JEWELLERS,  GARRARD  &  COMPANY  LIMITED,  LONDON 

GAR  RAR  D 

The  Crown  Jewellers 


An  important  Tea  and  Coffee  Service  with  engraved  decoration  and 
Crest.  Date:  George  III  1806.  Maker:  Thomas  Robins.  The  Coffee  Pot 
by  Naphtali  Hart 


GARRARD  &.  COMPANY  ■  1  I  2  REGENT  STREET  •  LONDON  WI A  2]J  ■  TELEPHONE  OI-734  ~JOZO 
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"EL  VESTIDO  ROJO"  OIL,  36" x  48" 


SHERATON  FOUR  AMBASSADORS,  MIAMI,  FLORIDA  33131 

RENOIR  MONET  MANET  DEGAS  CEZANNE   KANDINSKY  PICASSO  CHAGALL  LAURENCIN  14th/l5th   CENT.  GREEK  &   RUSSIAN  ICONS 


One  of  a  pair  of  unusually  large  Strawberry  Dishes 

by  the  celebrated  silversmith  Joseph  Walker, 
Dublin  1708-9.  Weight  33£  oz.  Diameter  11 J  inches. 


from  the  collection  of    ^     ^TTTI^       XX  7T"\  TT1        T  Established  1840 

Tel:  Dublin  773865 


LOUIS  WINE  Ltd 


Fine  Art  Dealers,  Jewellers  and  Silversmiths 

31  &  32  GRAFTON  STREET,  DUBLIN 
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PAIR  OF  GROTESQUES 
Terracotta.  Height  7f  inches.  French  18th  Century 
By  F.  HOLAIN  (Signed) 


DAVID  PEEL 

&  CO.  LTD. 

2  CARLOS  PLACE,  MOUNT  STREET,  LONDON  W.I     Telephone:  HYDe  Park  31 61 


i 


jc.j-i  '  ,«  i„  .......  j*. 


ill 
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lliff 


uk  if  _ 
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I 


I    I   , •.'    I.,  -.Ij, 


mi 


llr'.*  fc-        '  ^?2a  ■y'fc*  : 


famous  for  jine 
Garpets  and  fJapestries 


Antique  Kula  Prayer  Rug 
6  ft.  9  in.  x  4  ft.  7  in. 


Antique  and  Old  Oriental  Carpets 
and  Rugs,  Tapestries,  etc. 
BOUGHT -SOLD  -  EXCHANGED 
Fitted  carpeting  in  exclusive 
plain  colours  a  speciality. 


Perez 

112  BROMPTON  ROAD,  S.W.3 

Telephone  01-589  4411  (3  lines) 
Telegraphic  Address  'CARPEREZET' 

also  PARK  STREET,  BRISTOL  and 
AMSTERDAM 
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BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 

M.  Harris  &  Sons 


ESTABLISHED  1868 


44I52  New  Oxford  Street,  London  W.C.J 

Telephone:  01-636  2121  Telegrams:  Artisonne  London  WC1 


One  of  a  fine  pair  of  small  carved  giltwood  Chippendale  mirrors  of  unusual 
ornamental  rustic  design.  England,  circa  1760. 
Height:  32  ins.     Width:  20  ins. 


LIMITED 

Members  of  The  British  Antique  Dealers'  Association 

Period  Furniture,  Works  of  Art 
Expert  Restoration  of  Antiques 


An  early  18th-century  Chest  of  Drawers  having 
the  sides,  top  and  drawer  fronts  veneered 
and  crossbanded  in  well  figured  walnut. 
Width  2  ft.  7  in.,  Depth  1  ft.  6\  in.,  Height  2  ft.  6  in. 


Telephone:  01-235  1813/14 

45  SLOANE  STREET    LONDON  S.W.I 


Cables:  DENYSANT  LONDON  S.W.I 


Collectors  Pieces 


Collecting  rare  stamps  is  a  fascinating  hobby- 
combined  with  the  ownership  of  beautiful  and 
historic  pieces. 

At  Stanley  Gibbons  we  offer  you  the  personal 
expertise  of  the  largest  stamp  dealers  in  the  world. 
Our  stock  of  classic  stamps,  such  as  those  illus- 
trated here,  is  unrivalled  and  our  unique  showroom 
suite  gives  you  the  opportunity  to  select  the  rare 
stamps  of  your  choice  in  luxurious  surroundings. 

Contact  A.  Cyril  Andrews,  our  Sales  Director, 
and  he  will  ensure  you  the  finest  expert  knowledge 
and  the  courtesy  that  has  made  Stanley  Gibbons 
the  most  famous  name  in  stamps. 


*  '     .  ! 

Canada:  1852-57  3d.  scarlet-vermilion, 
one  of  the  two  only  known  unused  blocks 
of  four  with  clear  margins  on  all  sides,  a 
very  good  colour  and  showing  the  original 
gum  almost  complete.  Truly  a  connois- 
seur's item. 


Mauritius:  1848  1d.  orange-vermilion 
printed  on  yellowish  paper  showing  the 
earliest  impression,  a  magnificent  unused 
corner  marginal  example  from  position  12 
of  the  plate,  with  very  large  margins  and 
in  a  rich  colour  and  of  fresh  appearance. 


STANLEY  GIBBONS  Ltd., 

391  Strand,  London,  W.  C.  2.  Telephone  01  -836  9707 
Rare  Stamp  Department, 
Romano  House,  399  Strand 


BY  APPOINTMENT 
TO  H  M  THE  QUEEN 
STANLEY  GIBBONS  LTD 
PHILATELISTS 
391  STRAND.  LONDON 
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T.  CROWTHER  &  SO 

(T.  CROWTHER  &  SON  LTD) 

282  North  End  Road,  Fulham,  London,  S.W.6 

Please  note:  We  close  at  1.0  p.m.  on  Saturdays 
Cables:  Antiquity,  London     Telephone:  01-38$  1375-7 


An  important  mid-Georgian  finely  carved  Statuary  and  Siena 
marble  chimncypiecc. 

Length  of  shelf  7  ft.  2^  in. 

Total  height  5  ft.  2  in. 

Opening  width  4  ft.  i\  in. 

Opening  height  3  ft.  i\  in. 
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M.  KNOEDLER  &  CO., 

14  East  57th  Street,  New  York,  N.Y.  10022 
February  9 — February  28  1970 

THE  PROTEAN  CENTURY 

1870-1970 

From  the  Dartmouth  Collection 
and  the  Collections  of  the  Alumni 
and  Friends  of  the  College 

March  10 — April  4  1970 

SALVADOR  DAL  I 


INC. 


New  York  Telephone :  (212)  PLAZA  3-9742 
CABLE  ADDRESSES  "KNOEDLER"  NEW  YORK,  PARIS,  LONDON 


PARIS  85bis  FAUBOURG  ST.  HONORE 
LONDON,  34  ST.  JAMES'S  STREET 


□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□zona 
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George  III  Tea  and  Coffee  Service  and  Kettle.    London  1812. 
Maker  Wm.  Burwash 
Weight  complete  143  02s. 

ib  ALBEMARLE  ST    PICCADILLY  LONDON  W.i     HYDE  PAIf7p6h5°8neand  5^ 
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M.  NEWMAN  LTD 

Established  1870  Members  of  the  British  Antique  Dealers'  Association  Ltd. 


43a  Duke  Street,  St.  James's  and  1/5  Ryder  Street,  London,  S.W.i 

Telephone:  01-930  6068  Telegraphic  Address:  NEW  PIC,  LONDON,  S.W.i 


'The  Village  Green'  by  E.  C.  WILLIAMS 
Signed 

Canvas  Size:  32^  X48I  inches.  (83  X  123  centimetres) 

Framed  size:  3 8 J  X  54  inches.  (97  x  137  centimetres) 

Exhibited:    Royal  Academy,  1846.    No.  582. 
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John  Pinches  (Medallists)  Ltd.,  present 


he  Genius  of 
Michelangelo 

in  sterling  silver,  gold  and  solid  platinu] 


A  historically  significant  series  of  sixty  fine  art  medals, 
commemorating  the  500th  anniversary  of  Michelangelo's  birth 


Below,  in  its  actual  full  44mm  size,  is  the  first  medal  of  the  series,  The  Creation  of  Adam,  showing  the  precision  and  beauty  that  will  characterize  each  medal  in  The  Genius  of  Michelangelo  J 


'  n 
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The  Pieta 


The  Creation  of 
The  Sun  and  Moon 


HALLMARKED  FIRST  EDITION  PROOF  SETS  AVAILABLE  BY  ADVANCE  SUBSOt  P 

Subscription  fists  close  February  28, 1970  •  Limit:  one  proof  set  per  sub:. 


There  are  two  reasons  for  buying  a  work  of  art.  Its  beauty 
endures  and  its  value  increases.  Most  other  investments, even 
money,  are  subject  to  the  erosive  attacks  of  inflation  and 
devaluation.  The  value  of  great  art  steadily  increases.  And  there 
are  few  works  of  art  more  enduring  or  more  highly  valued  than 
the  works  of  Michelangelo. 

Nearly  five  centuries  have  passed  since  he  emerged  as  the 
supreme  figure  in  the  greatest  flowering  of  talent  the  world  has 
ever  seen.  Yet  today  Michelangelo  remains  the  most  nearly 
universal  artist  who  ever  lived.  His  paintings  and  sculptures 
express  the  timeless  ideals  of  mankind  with  an  emotional  power 
that  grows  rather  than  diminishes  with  the  years. 

So  it  is  fitting  that  on  the  eve  of  the  Quincentennial  of 
Michelangelo's  birth,  the  masterpieces  of  this  genius  of  all 
time  should  be  the  subject  of  a  new  and  unique  series  of  art 
masterpieces  to  be  created  in  our  time  ...  a  set  of  60  fine  art 
medals  reflecting  the  inspiration  of  Michelangelo's  greatest 
works,  chosen  by  a  distinguished  Board  of  Advisors: 

Dr  Charles  de  Tolnay,  Director  of  the  Casa  Buonarroti  and 
author  of  a  six-volume  study  of  Michelangelo. 
Dr  Umberto  Baldini,  Curator  of Sculpture for  the  UffiziGallery. 
Dr  Charles  Morgan.  Chairman  of  the  Fine  Arts  Department 
at  Amherst  University  and  author  of  "The  Life  of  Michel- 
angelo". 

Dr  Robert  J.  Clements,  New  York  University  Professor  and 
author  of  "  Michelangelo's  Theory  of  Art". 
Dr  Roberto  Salvini,  Professor  at  the  University  of  Florence 
and  a  specialist  on  the  Sistine  Chapel  ceiling. 

A  Treasure  of  Fine  Medallic  Art 

Now,  with  The  Genius  of  Michelangelo,  the  art  of  the  medal 
reaches  a  towering  peak  of  achievement.  Clearly,  this  limited 
First  Edition  of  60  tine  art  medals  is  destined  to  become  a 
prized  possession  among  connoisseurs,  art  enthusiasts  and 
investors.  On  exquisite  art  such  as  this,  great  collections 
have  been  founded,  treasured  legacies  begun.  John  Pinches 
(Medallists)  Ltd  who  is  collaborating  on  this  remarkable  series 
of  art  medals,  is  the  foremost  inheritor  of  the 
time-honoured  tradition  of  fine  medallic  art. 
It  has  been  joined  in  this  magnificent  under- 
taking by  the  great  medallic  craftsmen  of  The 
Wellings  Mint  of  Canada,  and  The  Franklin 
Mint  of  the  USA,  the  world's  largest  private 
mint  and  sponsor  of  The  Genius  of  Michel- 
angelo. 

To  capture  the  greatness  of  Michelangelo  in 
medallic  form,  the  medallists  have  commis- 
sioned the  distinguished  Italian  sculptor  Piero 
Monassi  to  work  in  Florence,  Milan  and 
Rome.  Just  as  Michelangelo  himself  spent 
nearly  five  years  bent  and  aching,  on  the  scaf- 
folding below  the  ceiling  of  the  Sistine 
Chapel,  so  Piero  Monassi  will  devote  virtually 


all  of  the  five  next  years  sculpturing  the  bas-relief  mode 
which  the  dies  will  be  engraved. 

Strictly  Limited  First  Edition 

One  meticulously  crafted  medal  will  be  produced  each 
month  for  the  next  sixty  months.  Thus,  the  entire  series  will  be 
completed  in  1975 — 500  years  after  the  birth  of  Michelangelo. 

Each  medal  will  measure  a  full  44mm  in  diameter  and  will  be 
individually  edge-numbered  and  hallmarked,  perpetually 
certifying  it  as  a  First  Edition  Proof  piece. 

This  edition  is  limited  to  one  set  per  subscriber,  and  the 
subscription  lists  will  close  on  February  28,  1970.  The  number  of 
First  Edition  Proof  Sets  produced  will  be  exactly  equal  to  the 
number  of  advance  subscriptions  accepted. 

To  protect  further  the  integrity  of  this  f  irst  Edition,  the 
specially-identified  dies  from  which  the  medals  are  struck  will 
be  destroyed  after  the  edition  is  completed. 

Excellent  Investment  Potential 

Your  personal  First  Edition  Proof  Set  of  The  Genius  of 
Michelangelo  will  be  minted  in  your  choice  of  Sterling  Siher. 
22  carat  Gold  or  Platinum.  Subscriptions  for  the  series  to  be 
struck  in  22  carat  Gold,  will  be  accepted,  subject  to  Bank  of 
England  approval,  for  export. 

The  cost  of  your  medals —£4.18.0  each  for  silver;  £75  each 
for  gold  and  £475  each  for  platinum — will  be  protected  against 
price  increases  for  the  entire  five  years,  even  if  the  prices  of 
silver,  gold  or  platinum  rise  to  the  extent  that  the  bullion  content 
of  each  medal  is  worth  more  than  you  pay  for  it.  Many  leading 
economists  believe  that  silver,  gold  and  platinum  will  become 
increasingly  more  valuable  over  the  years,  and  therefore  this 
collection  has  excellent  investment  potential  for  its  intrinsic 
metal  content,  as  well  as  for  its  value  as  limited  edition  art. 

To  make  this  unusual  price  guarantee  possible.  John  Pinches 
(Medallists)  Ltd  will  commit  themselves  —for  each  subscriber 
— to  purchase  at  current  prices  a  sufficient  amount  of  silver, 
gold  or  platinum  to  cover  the  complete  set  of  60  medals.  Thus 
you  will  benefit  from  John  Pmches'substantial 
purchasing  powerand  commit  men  t, while  being 
invoiced  for  only  one  medal  per  month. 

So  to  begin,  or  to  expand,  your  "private 
treasury"  of  fine  art  in  precious  metal  ...  to 
acquire  a  limited  edition  as  unique  as  it  is 
beautiful  .  .  .  enter  your  advance  subscription 
application  now.  Please  remember  that  it  must 
be  postmarked  no  later  than  February  28, 
1970. 


A  handsome  collector's  display  album  will 
be  provided  to  each  subscriber  at  no 
charge  This  album  will  not  only  enhance 
the  beauty  of  your  medals,  it  will  also 
protect  their  superb  Proof  finish, 


JOHN  PINCHES  (Medallists)  LTD 

Established  1840 

1  St  Lukes  Avenue  London  SW4 

c  1970  John  Pinches  (Medallists)  Ltd 


ADVANCE  SUBSCRIPTION  APPLICATION — Must  be  postmarked  by  February  28.  1970 


John  Pinches  (Medallists)  Ltd  1  St  Lukes  Avenue  London  SW4 


Please  enter  my  subscription  (or  one  complete  HALLMARKED  FIRST  EDITION  PROOF  SET  of  The  Gen/us  of  Michelangelo,  consisting 
of  60  proof  quality  medals,  to  be  issued  at  the  rate  of  one  per  month,  beginning  March  1970. 
I  would  like  my  Proof  Set  to  be  struck  in  (TICK  ONLY  ONE) 

□ Sterling  Silver,  at  f  4.1 8  0          I     I  22  Carat  Gold  at  £75.0.0  I  1  Solid  Platinum  at  £475.0.0 

per  medal  |  |  per  medal  (for  export  only) 


per  medal  (for  export  only) 


per  medal 


If  my  subscription  is  accepted,  I  understand  that  each  medal  will  be  struck  expressly  for  my  account  and  I  agree  to  pay  for  each  medal 
promptly  upon  being  invoiced  on  a  monthly  pre  payment  basis. 

Enclosed  is  my  remittance  to  cover  the  first  medal  (£4.18.0  for  silver,  £75  0  0  for  gold,  or  £475  0  0  for  platinum). 
My  remittance  is  to  be  returned  to  me  promptly  if  my  subscription  is  received  too  late  for  acceptance. 


If  you  wish  to  pay  subsequently  by  Banker's  Order,  please  tick  here 


(PLEASE  PRINT  CLEARLY) 


Address 


County  (or  postal  code)  - 
Signature  


CON 


sr/Ducn 

Diamond  &  Fine  Art  Co.  Ltd. 

35  Brook  Street,  Mayfair, 
London  W.i 

Telephone  01-499  0921 


also  at  Hoddcsdon,  Herts 
Kensington,  London 
Jersey,  C.i. 


French  Empire  Ladies'  Toilet  Table  in  the  style  ot 
Jacob  Desmalter.    circa  1815. 


The  first  important 
Antiques  Fair  of  the 
London  Season 


Now  in  its  third  year 


Furniture  pre-1830 
Other  Antiques  pre-1850 


Please  note 
the  new  venue: 


£t.  James's 
Antiques  Fair 


THE  PICCADILLY 
HOTEL,  PICCADILLY 

Opening  3  p.m.  -  8  p.m. 
MONDAY  FEBRUARY  23rd 


TUESDAY  -  THURSDAY 
FEBRUARY  24th  -  26th 

1 1  a.m.  -  8  p.m.  daily 


THE  PICCADILLY 
HOTEL,  PICCADILLY 


wcMary  cPackham<AntiquescFairs" 


Organised  by 

7  Royal  Well  Place,  Cheltenham.  Tel.  53485 
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O'HANA  GALLERY 

13  CARLOS  PLACE    GROSVENOR  SQUARE    LONDON  W.i 

01-499  1^62 


EXHIBITION  OF 

19th  AND  20th  CENTURY 
SCULPTURE 


4th  February  —   28  th  February 


JULIUS  BOHLER 

OLD  MASTER  PAINTINGS 
SCULPTURE  ANTIQUES 

MUNICH 

Briennerstr.  25 

TELEPHONE:  MUNICH  555229 
TEL.  ADDRESS:  PAINTINGS 


EXHIBITION 


Johfra 
Bosschart 

painter  of  psychic  realism 

5th  to  25th  March  1970 

B.  H.  CORNER  GALLERY 

34  Cathedral  Place 
LONDON,  E.C.4 


"The  Olympus  Tower",  80  x  65  cm,  canvas 
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PRESTONS  LIMITED 


A  Queen  Anne  Baluster  Jug,  engraved  with  a  The  arms  are  those  of  Sir  Thomas  Morgan 

contemporary  Coat-of- Arms.  Weight  29  ozs;  of  Kinnersley  Castle,  co.  Hereford,  who 

3  dwt;  Height  9{  inches;  By  Robert  Cooper,  succeeded  his  father  as  3rd  Baronet  in  1693 

London,  1708.  and  died  in  1716. 

91  MOUNT  STREET  •  MAYFAIR  •  LONDON  W.l. 

Telephone  01-499  7644 

also  at  2  DEANSGATE     BOLTON  ■  LANCASHIRE 

Telephone  0204  25476    Telex  63221 
and  at  30  AVENUE  ROAD  •  TORONTO  5  •  CANADA  •  Telephone  920  5157 
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GREGORY  &  CO. 

(BRUTON  STREET)  LTD.  ESTABLISHED  1823 

Telephone:  Mayfair  2608/9/0,  2066 

27  BRUTON  ST.,  BERKELEY  SQUARE 
LONDON,  W.i 

Telegrams:  Gregco,  Wesdo  London 


ANTIQUES 
FURNITURE 
UPHOLSTERY 
CURTAINS 
CARPETS 
CHANDELIERS 


DESIGNS  &  SCHEMES 
BOARD  ROOMS 
DIRECTORS'  SUITES 
DECORATIONS 
ELECTRICAL  WORKS 
H   E   A  TING 


VALUATION 

A  magnificent  and  very  rare  size  extremely 
fine  quality  carved  and  gilt  Regency  convex 
mirror  frame  surmounted  by  a  black  eagle, 
C1820. 

Overall  height  6  feet 

Overall  width  4  feet,  10  inches. 


74  Upper  Holly  Walk 
Leamington  Spa,  Warwickshire 

Telephone:  Leamington  Spa  23068 

Telegrams:  Antiques  Leamington  STD  0926  23068 


Specialists  in  18th  and 
Early  19th  Century 
Antique  Furniture 


Pair  George  ist  Walnut  Armchairs. 
(Circa.  1720.) 


OPEN  EVERY  DAY  -  SUNDAYS  BY  APPOINTMENT 
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4±  OCTAVE  SQUARE  PIANO 
IN  FADED  MAHOGANY  CIRCA  1785. 
HEIGHT  33  INCHES 
WIDTH  63  INCHES 
DEPTH  2H  INCHES 


alio  Greeniboro,  North  Carolina  and  335  Worth  Avt.,  Palm  Btach,  Florida 
Mtmbtr  A.I.D.- I.D.D.A.-Complttt  Dtcorating  Strviu 


DELOMOSNE  AND  SON 
LIMITED 


A  pair  of  late  18th-century  English  Candlesticks 
with  blue  glass  plinths. 
Height:  12  in. 


4  Campden  Hill  Road 
Kensington,  London  W.8 

CABLEGRAMS:  DELOMOSNE.  LONDON  W.8  TELEPHONE:  01-937  1804 
MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOC. 


ASIAN 
GALLERY 


FAR  EASTERN  ART 
AND 
ANTIQUITIES 


24  East  80th  Street 
New  York,  N.Y.  10021 
Tel.  734-1  379 


RICHARD  S.  RAVENAL,  DIRECTOR 


The  Connoisseur,  February,  1970 


32 


1265  MANOR  CIRCLE 
PELHAM  MANOR,  NEW  YORK 
Tel:  (914)  738-1741 


MAURICE  de  VLAMINCK 
(1876-1958) 
La  Seine  A'mants 
painted  MXM 
Recorded  and  illustrated  in 
"Maurice  Vlaminck"  by 
Andre  Mantaigne 


South  American  Correspondent:  Maison  Bernard,  Central  Commercial,  Chacaito,  Caracas,  Venezuela. 


HEIM 

OLD  MASTER 
PAINTINGS  AND  SCULPTURES 

59  JERMYN  STREET,  ST.  JAMES'S 
LONDON,  S.W.I. 

Tel:  01-493  0688  Cables:  Heimgal,  London,  S.W.I 

Also  in  Paris:  109  Faubourg  Saint  Ho  no  re,  Paris  VIII 


KUNSTHAUS 

AM  MUSEUM 

CAROLA  VAN  HAM 

Drususgasse  1  -  5                                                        Tel.  23  81  37 

COLOGNE-GERMANY 

11th  -  14th  MARCH  1970 

43rd  AUCTION 

On  view:  2nd  -  9th  March  1970 

(except  Sunday) 

Antique  furniture  -  Objects  of  Art  in 

v--  - 

Pewter,  Brass,  Porcelain,  Silver  and 

Glass  -  Sculpture  -  Paintings  by  Old 

and  Modern  Masters   -  Engravings 

Lundens,  Gerrit  (1622-1683  Amsterdam) 

Marriage  of  Peasants. 
Signed  and  dated  1653.  Oil  on  Canvas. 
80  X  90  cm. 

Richly  illustrated  Catalogue 

DM6,- 
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in  Interesting  Group  of 
iold  Boxes 

"op  left.  Rare  English  Rococo  Snuff  Box  with  a  miniature  painting  of  a  young  girl  within  signed  and 
atcd  Gervaisc  Spencer,  1749. 
op  right.  Chased  Louis  XV  double-opening  Snuffbox  by  Jean  Ducrollay,  Pans:  1754. 
:entre  left.  Louis  XV  quatre-COuleUT  gold  chased  and  granulated  Snuff  Box  by  Jean-Bernard  Sauvage, 
aris:  1770. 

lentre  right.  Shaped  engine-turned  Snuff  Box  by  A.  J.  Strachan,  London:  1827. 

rout  left.  Snuff  Box  with  a  scrolling  floral  thumb-piece  by  Strachan,  London:  1824. 

font  right.  An  important  red  and  green  gold  reeded  tubular  Cigarette  Box  by  Carl  Fabcrge  with  a 

abochon  sapphire  thumb-piece.  Workmastcr:  August  Hollmmg. 

All  photographed  actual  size 

with  the  exception  of  the  English  Rococo  Box  which  measures 


19th  AND  20th  CENTURY 
FRENCH  MASTERS 

Impressionists 
Fauves 
Post-  Impressionists 


1 7  East  57th  Street 
NEW  YORK,  N.Y.  10022 
Tel.  212:  421-5390 

320  South  Michigan  Avenue 
CHICAGO,  ILLINOIS  60604 
Tel.  312:  939-4481 

1 75  Worth  Avenue 
PALM  BEACH,  FLORIDA  33480 
Tel.  305:  833-9717 


FOUNDED 

1870 


WALLY 


NEW  YORK  CHICAGO  PALM  BEACH 

17  East  57th  Street,  New  York 


OIL  ON  CANVAS  1Hx9i  inches 


PAINTED  1892 


Chapeau  a  Rubon  Rouge 

PIERRE-AUGUSTE 

RENOIR 

Signed  upper  left:  Renoir 


AMERICAN  REPR   SENTATIVES  FOR  TWENTY-FOUR  CONTEMPORARIES  INCLUDING 
BERNARD  BUFFET,  JEAN  JANSEM,  ANDRE  HAMBOURG  AND  NICOLA  SIMBARI 


ligreat  interest  to  Collectors  and  Museums 

ft  of  the  rarest  pieces  of  furniture  in  existence.  A  Masterpiece  by 

•  French  Designer  and  Craftsman  Pierre  Boulle. 

J  re  Boulle  was  the  father  and  Tutor  of  Andre  Charles  Boulle  who 

J;  later  to  influence  furniture  design  throughout  Europe. 

i;  cabinet  was  commissioned  by  Anne  of  Austria,  probably  for 

i  Royal  Palace  of  St  Germain  en  Ley,  when  she  was  Regent  of 

pee. 

Ren  Ann  was  the  wife  of  Louis  XIII,  Queen  of  France,  and  mother 
)_ouis  XIV.  On  her  husband's  death  she  was  Regent  of  France 
!il  their  son  became  of  age. 

s  Pierre  Boulle  Masterpiece  stands  66"  high,  is  40"  in  width  and 
'  in  depth.  It  is  constructed  of  Ebony  and  Ebony  veneer,  superbly 
iid  with  Etain  and  Tortoise-shell. 

s  unique  -  historical  -  described  by  International  experts  as  a 
-el. 

;  deep  red  of  the  Tortoise-shell  -  the  black  of  the  Ebony  -  the 
er  of  the  pewter.  The  arch  where  smiling  angels  hold  the 
dallion  bearing  the  Queen's  Initials,  Imperial  Crown  and  date  The 
ess  with  its  vaulted  roof  -  its  pictures  in  pewter  (one  of  a  woman 
he  other  a  boy),  its  checkerboard  floor  in  natural  pewter  and 
ckened  pewter  are  just  a  part  of  its  beauty. 


Certified  by  Luis  Feduchi  and 
accepted  by  the  Louvre  Museum 


MIANA  GILTSOFF  NICHOLLS 

fo  Modesto  Lafuente  63,  Apto.  1B,  Madrid  3,  Spain 


THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 

20  Rutland  Gate,  London  S.W.7 
Telephone:  01-589  4128/2102 


The  Gubbay  Collection 

13y  courtesy  of  the  National  Trust 

Satinwood  Dressing-Table  in  the  Chinese  Taste, 
decorated  with  marquetry;  the  hinged  mirror  and 
Hanking  supports  headed  by  pagodas,  c.1770.  Illus- 
trated in  The  Dictionary  of  English  Furniture, 
Volume  Three,  page  229,  fig.  16. 

The  upper  structure  with  a  mirror  is  flanked  by 
three-storeyed  pagoda-like  supports.  The  cupboards 
are  marquetricd  on  their  fronts  with  carefully  drawn 
Chinese  figures  enclosed  in  an  arch  and  standing  on 
tessellated  floors  of  which  the  perspective  is  empha- 
sised. Below  the  hinged  mirror  is  a  small  tambour. 
The  table  portion  is  fitted  with  a  writing  slide  and  a 
drawer  with  a  ratcheted  mirror  and  subdivisions  for 
toilet  requisites. 

Though  the  top  is  decorated  with  a  Chinese  figure 
subject,  the  draw  front  is  marquetricd  with  urns  and 
trophies,  the  handles  and  tapered  legs  indicating  a 
date  after  the  inception  of  the  classical  revival. 

During  this  year  we  shall  illustrate  Works  of  Art 
which  were  in  the  Gubbay  Collection,  acquired 
through  members  of  The  British  Antique  Dealers' 
Association. 


A 


A  booklet  price  ios.  post  free  (Si. 50  abrc   ')  giving  the  names  and  addresses  of 
established  dealers  in  antiques  and  works  of  art  who  are  elected  members  of  the 
Association  will  be  forwarded  on  application  to  the  Secretary. 


NEWHOUSE 

GALLERIES,  Inc. 


Established  1878 


"Still-Life" 
by 


JAN  MORTEL 

(1650-  1719) 

Signed  and  dated  [682 
On  canvas,  size  ig\  by  \6\  inches 


15  East  57th  Street,  New  York,  N.Y.  10022 

(312)  PLAZA  5-4980 


REG.  &  MURIEL 


ANDRADE 


ESTABLISHED  1907 


LIMITED 


Fine  Mahogany  breakfront  bookcase,  circa 
1780  with  satinwood  banding  on  cornice 
and  doors. 

Dimensions : 
Height :  8  ft.  10  ins. 


Length  :  8  ft.  2{  ins. 
Depth  :  2  ft.  2{  ins. 


8  BORINGDON  VILLAS,  PLYMPTON 
PLYMOUTH,  DEVON 
Plymouth  37952 


Magnificent  example  of  a  Specimen 
Comb-back  Armchair  with  Gothic 
fretted  splat,  in  ash  and  elmtreewood. 
English.  Circa  1780. 


Magnificent  example  of  a  Specimen 
Comb-back  Armchair  with  fretted 
splat,  in  ash  and  elmtreewood. 
English.  Circa  1790. 


The  Connoisseur.  February,  1 970 


WILDENSTEIN 

ITALIAN  DRAWINGS 
FROM 

THE  ASHMOLEAN  MUSEUM,  OXFORD 


LEONARDO  DA  VINCI  A  maiden  with  a  unicorn 


19th  February— 21st  March,  1970 

ADMISSION  3s. 


in  aid  of  The  Friends  of  the  Ashmolean 

147  NEW  BOND  STREET,  LONDON  WiY  ONX 

Telephone:  01-629  0602 
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H.  S.  WELLBY 

Antique  English  and  Continental  Silver 


A  fine  silver  kettle  and  stand,  fully  marked, 
AMSTERDAM  1763,  by 
PIETER  BARTHOLOMEUS  VAN  LINDEN 
Height:  15  inches  (38  cm.)     Weight:  60  ounces 


1 6c  Grafton  Street,  London,  W.i 

Telephone:  Hyde  Park  1597 


D.  M.  Collins 

antiques 


301  Westbourne  Grove,  London  W.1 1 

Tel :  01  -727  7601 


I 

Early  Bronze  Age  Pottery. 
Cyprus  2300  B.C.  includ- 
ing a  rare  and  important 
milk  bowl  depicting  scenes 
of  rural  life. 


The  Connoisseur.  February,  1970 
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Ill    \ I'POINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 

MALLETT  &  SON  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET,  LONDON  W1Y  OBS,  TELEPHONE  01-499  7411  (5  LINES) 
(  \Hi  ES:  MAI  LETSON  LONDON  W1Y  OBS  AND  AT  BOURDON  HOUSE,  2  DAV1ES  STREET,  LONDON  W1Y  OBS 


An  important  pair  of  George  I 
burr  walnut  chairs,  the  backs  with 
vase-shaped  slats  of  an  unusual 
design,  on  carved  cabriole  legs. 
Width  of  seat     21^  in. 
Depth  of  seat      1  7  in. 
Height  of  back   38  in. 


I 

I 


The  Ultimate  in 

Rare  Antique  Silver 
and  Fine  Porcelains. 


Antique  English  silver  oval  tea  tray  with  four 
fluted  feet.  22\"  x  17"  excluding  handles. 
London  1791  by  John  Schofield. 


7/.i  MADISON  A\  F.SUE.  NEW  YORK .  N  Y.  10021  _ 
AT  (^'Ud  STREET 


The  Connoisseur,  February,  1970 
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MERAUD  MASON 

5  M.NILI-  STIiKKT.  I  I  VBRIDGE  WELLS,  k ENT 
Telephone  26776 

ANTIQUES  AND  DECORATIVE  ITEMS 


1 8t h  and  19th  Century  Furniture 
Paintings,  Glass,  etc. 


JULIAN 


XVI-XX  Century  Works  of  Art  in  Bronze  and  other  media 


A  FIVE-POINTED  STAG  WITH  UPLIFTED  RIGHT 
FORELEG 

German;  School  of  Nurnberg;  end  of  XVI  Century. 
Bronze  with  rich  dark  brown  patination  and  with  superb 
after-cast  chiselling  of  coat  and  antlers.  Height  0-280  cms; 
Length  0-375  cms.  A  variant,  slightly  larger  and  in  gilt 
bronze  was  shown  in  the  exhibition  Bronzen  uit  Renais- 
sance van  Donatello  tot  Frans  Duquesnoy  at  Kasteel 
Laarne,  Belgium — September/October  1967,  p.  156, 
repr.  pi.  106. 

406  KING'S  ROAD  LONDON  S.W.10 

FLA  4400  and  3243 


WESTBOURNE 
GALLERIES  Ltd 

Specialists 
in  fine 
Oriental 
Carpets 
and 
Rugs 

I  'cry  Fine  Ispahan  Rugs 
5  feet  3"  x  3  feet  7" 


Invite  you  to  visit  their  showrooms  where  you  may  inspect 
their  select  stock  of  choice  handmade  Persian,  Turkish, 
Baluchistan,  Afghanistan  and  other  Oriental  Carpets  and 
Rugs,  tor  which  guarantee  of  origin  is  given.  Mr.  A.  Nazar 
will  give  you  expert  advice  for  investment  purposes. 

WESTBOURNE  GALLERIES  Ltd 
15  NOTTING  HILL  GATE 

LONDON    Wll  Tel:  01-727  1228 


Illustrated  catalogue  raisonne 
of  the  painter 

viniwi)  Milium 

1811  -  1927 

by 

Messrs.  Serret-Fauveau,  Raymond  Schmit 
and  Dominique  Fabiani,  is  in  preparation. 


Anybody  possessing  canvases,  water-colours 
or  drawings  by  this  artist,  is  kindly  reqaested 
to  send  information  and  photographs  to 


GALERIE  SERRET-FAUVEAU 

137,  Boulevard  Haussman  -  Paris  Vllle. 
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fie. 


562  LINCOLN  AVENUE.  WINNETKA,  ILLINOIS 
HILLCREST  6-0912 


Mahogany  dressing  mirror,  English, 
circa  1800,  17^  inches  wide,  23  inches 
high.  $325.00. 


Worcester  cup  and  saucer,  England, 
circa  1800,  multi  colour, 
proof  condition.  $95.00. 


One  of  pair  blue  and  white  Delft  vases, 
some  imperfections,  19  inches  high, 
circa  1840 — very  important  pair. 
$350,000  pair. 


A  very  large  shipment  is  arriving 
this  month. 


ABRAHAM 


RATTNER 

Watercolors  &  Drawings 
February  14--  March  7 

Fully  Illustrated  Catalogue.  *3.00 


Seascape,  1 930 
watercolor,  signed 
8?     I  U  inches 


Kennedy  (Galleries 

j 

FOUNDED  1874  BY  H.  WUNDERLICH 

20  EAST  56TH  STREET  •  NEW  YORK  1 0022 


Petite  Odalisque  1912 
signed  lower  right 


Oil 

Exp.:  Geneve,  1958,  No.  59;  Aix-en- Provence,  1961,  No.  11  ; 
Musee  des  Beaux-Arts,  Neuchatel,  1964,  No.  75 
Ancienne  collection:  Arthur  Hahnloser 

Illustrated:  In  color,  HENRI  MANGUIN  by  Pierre  Cabanne, 
Page  71  ;  LA  GALERIE  DES  ART,  NO.  68,  April 
1969,   Page  20. 

MANGUIN 


H.  88  cm  L.  116,5  cm 
34^  in.  x  46  in. 

Perceptive  buyers  note 
our  paintings  are  for 
investors  as  well  as 
collectors 


Post  and  Neo  Impressionists 

Albert  Andre 

Frank  Boggs 

Charreton 

Cousturier 

Guillaumin 

Lemmen 

Le  Sidaner 

Henri  Martin 

Hippolyte  Petitjean 

Picabia 

Manzana  Pissarro 
Van  Rysselberghe 
Villon 


1874  —  1949 

Maurice 

STERNBERG 

936  NORTH  MICHIGAN  AVENUE 

CHICAGO,  ILLINOIS  60611 
"OPPOSITE  THE  DRAKE  HOTEL" 
TEL:  312  642-1700 


<ffiare  &u/£uA  and  Gmtlne^ttai  o/lSver,  cMtruaiM^eA. 


A  fine  early  XVII  Century  German  Silver  Gilt  Mounted  Serpentine  Tankard.  Height  7§  ins.  Q'roj  1610 
An  example  from  our  Collection  oj  Early  Continental  Silver 


( A) 


nJvn,  7^/2/ 


Valuations  for  Probate,  Insurance  and  Division 

Telephone:  01-629  6261    Telegraphic  Address  "Enclose  London  W  l" 


EASTMAN  JOHNSON 

Lunch  at  Camp"  oil  on  board         16  26 

Catalog-"American  Art  Selections" 

One  hundred  pages,  eighteen  color 

plates,  one  hundred  and  twelve  illustrations 

and  some  biographical  notes.  S2.00 


Chapellier  Galleries 

22  East  80th  Street 
New  York  City  10021 

tel.  988  '  8430 


RED  GROOMS 


IS  REPRESENTED  BY 


TIBOR  De  NAGY 

ART  GALLERY 

29  WEST  57th  STREET    NEW  YORK,  N.Y.  10019 
TELEPHONE:  (212)  421-3780 


Antique  Irish  Silver 
Saueeboat.  Maker:  Matthew  West,  Dublin,  c.  1769. 
Circular  sugar  bowl:  Maker:  Samuel  Walker, 
Dublin,  1759 

Antique  English  and  Irish  Silver 
Old  Sheffield  Plate  •  Victorian  Plate 

Bertram  A.  I  Vine 

667  Madison  Avenue,  Suite  1006,  New  York, 
N.Y.  10021 

Members  of  the  Art  and  Antique  Dealers  League  of  America  Inc. 


LEONARD 
BASKIN 


FEBRUARY  10 -MARCH  7 

FAR  GALLERY 

746  MADISON  AVENUE,  N.Y. 
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LONDON  ART  DEALER 


ALBANY  GALLERY 

14  MASONS  YARD.  DUKE 
ST..  ST.  JAMES'S.  S.W.1 
01-839  6119 
English  Drawings  and 
Watercolours  of  the  1  8th 
and  20th  Centuries,  small 
paintings  of  the  same  period 

ALECTO  GALLERY 

38  ALBEMARLE  STREET. 
W.1 

01-493  4226 

CABLES  :  ALECTOGAM.  LONDON 

20th  Century  Graphics  and 
Multiples  European  and 
American  Artists 

BROD  GALLERY 

24  ST.  JAMES'S  STREET. 
S.W.1 

01-839  3871/2 

CABLES:  RESTAFF.  LONDON 

Old  Master  Paintings  and 
Master  Drawings 

CITY  GALLERY 

(David  Barclay  Ltd.) 
2A  COPTHALL  COURT, 
THROGMORTON  STREET. 
E.C.2 

01-606  1568 
Specialists  in  Landscape 
Paintings.  1  7th  to  1  9th 
Century  Seascapes  etc. 

EDWARD  COHEN 

40  DUKE  STREET, 
ST.  JAMES'S.  S.W.1 
01-839  5180 

Old  Masters  of  all  Schools, 
Suppliers  to  the  Trade 

CRANE  ARTS 

321  KING'S  ROAD,  S.W.3 
01 -352  5857 
English  and  American 
Primitive  Paintings,  Modern 
Naives 

CRANE  KALMAN 
GALLERY 

178  BROMPTON  ROAD, 
S.W.3 

01-584  7566 
20th  Century  Masters, 
Neglected  Painters, 
Younger  British  Artists 

DRIAN  GALLERIES 

5-7  PORCHESTER  PLACE, 
MARBLE  ARCH.  W.2 
01  -723  9473 
Modern  Masters 

FERRERS 

9  PICCADILLY  ARCADE, 
ST.  JAMES'S.  S.W.1 
01-493  6948 
French  Paintings  and 
Drawings  from  1  700  to  1  900. 
Victorian  Paintings  and 
Art  Nouveau 


FINE  ART  SOCIETY 
LIMITED 

148  NEW  BOND  STREET. 
W.1 

01  -629  51  1  6 

British  Art  of  the  18th  to  20th 
Centuries, 

Paintings,  Watercolours, 
Drawings  and  Sculpture 
FOLIO  FINE  ART 

6  STRATFORD  PLACE. 
W1  N  OBH 
01 -493  9041 

CABLES:  FOLIOS.  LONDON 

Master  Prints  and  Drawings, 
Classical  Antiques. 
Manuscripts,  Miniatures, 
Documents,  Autographs, 
Regular  Catalogues 
FORES  LTD. 
123  NEW  BOND  STREET. 
W.1 

01 -629  5319 

CABLES:  SEROPICS  LONDON 

Old  and  Modern  Sporting 
Paintings,  Drawings  and 
Prints 

FROST  &  REED  LTD. 

41  NEW  BOND  STREET, 
W.1 

01-629  2457 

CABLES.  PARNASSUS.  LONDON 

18th -19th  Century  English 
and  Dutch  Paintings. 
Contemporary  English  and 
Modern  French  Paintings 
FRY 

58  JERMYN  STREET, 
ST.  JAMES'S.  S.W.1 
01  -493  4496 

CABLES:  FRYART.  LONDON 

English  Watercolours  and 
Drawings  of  the  18th  and 
1  9th  Centuries 
FURNEAUX  GALLERY 

23  CHURCH  ROAD, 
WIMBLEDON.  S.W.1  9 
01  -946  4114 

Paintings  and  Watercolours 
by  living  British  Artists 
GROSVENOR  GALLERY 

30  DAVIES  STREET,  W.1 
01 -629  0891 
20th  Century  Masters 
Contemporary  Paintings, 
Sculpture  and  Graphics, 
specialising  in  Italian, 
Russian.  Czech  and  Chinese 
Art 

HEIM 

59  JERMYN  STREET. 
ST.  JAMES'S,  S.W.1 
01 -493  0688 

CABLES   HEIMGAL.  LONDON 

Old  Master  Paintings  and 
Sculptures 

HERNER  &  WENGRAF 

OLD  MASTERS  GALLERIES 

62  SOUTH  AUDLEY  ST..  W.1 
01-629  0223 

CABLES  OLD  GALL.  LONDON 

Fine  Old  Master  Paintings 
from  the  1 4th  -  1  8th  Century 


CYRIL  HUMPHRIS  LTD. 

23  OLD  BOND  STREET,  W.1 
01-629  6240 

Sculpture  and  Works  of  Art 

KAPLAN  GALLERY 

6  DUKE  STREET. 
ST.  JAMES'S,  S.W.1 
01  -930  8665 
French  Impressionist 
Paintings 

LEFEVRE  GALLERY 

30  BRUTON  STREET,  W.1 
01-629  2250 
1  9th  and  20th  Century 
French  Paintings 

MADDEN  GALLERIES 

77  DUKE  STREET. 
GROSVENOR  SQ.,  W.1 
01  -493  5854 

French  Impressionists,  post 
Impressionists  and  living 
French  Painters  and 
Sculptors 

MARLBOROUGH  FINE 
ART  LTD. 

39  OLD  BOND  STREET,  W.1 
01  -629  5161 

CABLES:  BONDARTOS.  LONDON 

French  Impressionists  and 
Important  20th  Century 
Paintings,  Finest  Old 
Masters 

MARLBOROUGH  NEW 
LONDON 

17-18  OLD  BOND  ST.,  W.1 
01  -629  5161 

CABLES:  BONDARTOS.  LONDON 

Contemporary  Paintings  and 
Sculpture,  Modern  Graphics 

THE  MOORLAND 
GALLERY 

23  CORK  STREET.  W.1 

01  -734  6961 
Sporting  and  Natural 
History  Pictures  and  Prints, 
from  the  1  8th  Century  to 
present  day 

HAL  O'NIANS 

6  RYDER  STREET. 

ST.  JAMES'S.  S.W.1 

01 -930  9392 

Old  Master  Paintings  and 

Drawings 

THE  PARKER  GALLERY 

2  ALBEMARLE  ST.,  W.1 
01-499  5906 

Marine,  Military.  Topograph- 
ical and  Sporting  Paintings, 
Prints  and  Watercolours.  Old 
Maps, Ship  Modelsand  Curios 

MARJORIE  PARR 
GALLERY 

285  KINGS  ROAD.  S.W.1 
01 -352  0768 
20th  Century  Paintings, 
Sculpture  and  Prints 


DAVID  PEEL  &  C„ 

2  CARLOS  PLACE. 
MOUNT  ST..  W.1 
01  -493  3161 
European  Works  of  Art 

P.  POLAK 

21  KING  STREET, 

ST.  JAMES'S.  S.W.1 

01  -930  9245 

English  and  Continental 

Paintings  of  the  1  9th 

Century  and  Early  English 

Watercolours 

RUPERT  PRESTON  LTD. 

17  KING  STREET. 
ST.  JAMES'S.  S.W.1 
01  -930  1794 
Specialists  in  Early 
Marine  Paintings 

SPINK  &  SON  LTD. 

5-7  KING  STREET. 
ST.  JAMES'S.  S.W.1 
01  -930  7888 

CABLES  :  SPINK  LONDON 

Coins.  Medals.  Oriental  Art, 
European  Glass  and 
Porcelain,  Glass 
Paperweights,  English 
Paintings,  Drawings,  Silver, 
Furniture 

ARTHUR  TOOTH  & 
SONS 

31  BRUTON  STREET.  W.1 
01  -499  6741 

CABLES.  INVOCATION.  LONDON 

Old  and  Modern  Pictures  of 
International  Value  for 
Private  Collectors  and 
Public  Galleries 

TRYON  GALLERY 

41/42  DOVER  STREET,  W.1 
01  -493  5161 

Sporting  and  Natural  History 
Pictures  and  Prints 

DENNIS  VANDERKAR 
GALLERY 

8  DUKE  STREET. 
ST.  JAMES'S.  S.W.1 
01 -930  6994 
Dutch  and  Flemish  Old 
Masters 

CHRISTOPHER  WADE 
GALLERY 

28  BRUTON  STREET,  W.1 
01 -499  0298/9 

CABLES   PARNASSUS.  LONDON 

Fine  Paintings  of  the  1  7th 
and  1  8th  Centuries  and 
Works  by  modern  artists 

WILDENSTEIN  &  CO.  LTD. 

147  NEW  BOND  ST.,  W.1 
01-629  0602 

CABLES   NAVIl  D  LONDON 

Old  Master  and 
Impressionist  Paintings 
and  Drawings 


Philip  &  Bernard  DOMBEY 


A  fine  French 
Empire  sir  iking 
clock  in  i he  form  of 
a  winged  puttO 
beating  a  drum,  on 
li  domed  ho  se 
modelled  with 
trophies.  ( C  irca. 
J  8  JO.) 

Height  /Of,  in., 
width  8  in., 
depth  5  in. 


174  Kensington  Church  Street 
London  W8 
01-229  7100 


Illustrated  catalogue 
showing  magnificent 
selection  of  Buhl, 
tortoiseshell,  ormolu, 
marble,  enamel  and 
porcelain  clocks  in 
colour  on  loan  free 
of  charge.  Deposit 
required  £10.0.0 
($24.00)  which  will 
be  refunded  when 
catalogue  is  returned. 


CHINESE 


GALLERY 


ORIGINAL  CHINESE  SCROLL  PAINTINGS 

by  known  artists  of  the  last  100  years 
Antique  Rugs  &  Carpets 
40  Great  Russell  Street,  London,  W.C.I . 

(01-580  7538) 


SARIN 

GALLERIES 

4Cork  St.,  Bond  St. 
REGent  6186 


specialists  in 
paintings  and  drawings 
of  the  Georgian  era 


CRANE  ARTS  LTD. 

321  Kings  Road,  London,  S.W.3  FLA  5857 

Tues. -Sat.  10-6 

Early  English  and  American  Primitive  Paintings 
Modern  Naives  O  Bizarre  Antiques 


Rupert  Preston  Ltd. 

17  KING  STEET.  St.  James's.  London  S.W.1.  01930  1  794 

Specialists  in  17th  and  18th  century 
Marine  Paintings 


When  in  Montreal 
Visit:  Dominion  Gallery 

The  DOMINION  GALLERY  with  Rodin's  "Burgher  of  Calais"  and  Moore's 
"Woman  1957-58"  in  front  of  its  buildings  has  17  Galleries  on  4  floors. 
Eugene  Boudin,  1824-1898 
"Voiliers  Au  Port" 
Canvas,  18*  "x8}" 

PAINTERS  REPRESENTED  : 


AIZPIRI 
BORDUAS 
BOSBOOM 
BOUDIN 
BRIANCHON 
CAFFI 
CALS 

CAMERON 
**CAMPIGLI 

*CARR 
**CASSINARI 
DUFRESNES 
DUFY 
*EDZARD 
FANTIN-LAT. 
FEININGER 
FOUJITA 
♦GOMERY 
HARPIGNIES 
HITCHENS 

and  others 
SCULPTORS  REPRESENTED: 


HUSZAR 
KRIEGHOFF 
LAVERY 
LEPINE 
MAHDY 
MANE-KATZ 
MARCHAND 
MARIS 
MARLOW 
MARTI  N-FER 
MATHIEU 
MORRICE 
NOEL 
OUDOT 
RIOPELLE 
TERECH- 
KOVITZ 
THARRATS 
VILALLONGA 
WAROQUIER 


♦ARCHIPENKO 
**ARP 
**BARELIER 

♦CESAR 

*CHADWICK 


►ETROG 
'FAZZINI 
GARGALLO 
'GRECO 
*KENNEDY 


•♦MAILLOL 

MANZU 
**MARINI 

MEUNIER 
*MINGUZZI 
*MIRKO 
**MOORE 


'more  than  five  works 


**NEGRI 
*PAOLOZZI 
**RODIN 
**ROUSSIL 
**SCHLEEH 
ZADKINE 
and  others 

'"more  than  ten  works 


Over  1  75 
Canadian  Artists 
1 9th  and  20th  Century 
Old  Masters 
Great  European 
Artists 


CANADA'S  LARGEST  SELECTION 
OF  FINE  PAINTINGS  AND  SCULPTURE 
IN  CANADA'S  LARGEST  ART-DEALER  GALLERY 
1438  Sherbrooke  West  Montreal 


GRABOWSKI   GALLERY      84  Sloane  Avenue,  S.W.3 

Tel:  01-589  1868 
Open  Monday  -  Friday  10  6,  Saturday  10  5 

Works  by  A.  GRABOWSKI 

"A  Space  of  5  Times"  by  MACEWAN,  HAMBLING,  BIGGIN 

until  1  3  February 
Objects  by  STANLEY  BROBYN 

1  9  February  —  26  March 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  WIV  ONP 
01-493  0657 


William  II.  V 


rown 

'it  St.  Rainess  'Place,   St.   harness,  London 
S  W  t 
Tel  01-493  471 1 
Permanent  Exhibition  of  Old  Master  Paintings 


NITA  MILLER 

FOR  PERIOD  LAMPS 

Nita  Miller  Lamps  and  Shades 

63a  Grosvenor  Street,  W.I    May  fair  0951 
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La  Rue  a  Montmartre 
Signed  lower  right:  1936,  Maurice  Utrillo,  V. 


MAURICE  UTRILLO,  V. 

hr mrrtER  galleries  inc. 

51  East  57th  Street  New  York,  N.Y.  10022 

Telephone:  Cable  address: 

7S8-O4I0  Hammergall,  N.Y. 


A  Rocky  Headland  by  A.  Bricher 

Oil  on  canvas  18X.38  inches 


OF  BOSTON,  INC. 
ESTABLISHED  1841 
238  NEWBURY  STREET,  BOSTON,  MASS.  02116 
(617)  536-6176 

We  need  Blakelock,  Innes,  IVyant,  Twachtman  and  Hudson  River  artists 


GANDER  &  WHITE  LTD. 


ANTIQUES,  FURNITURE 
and  WORKS  of  ART 
PACKEDand  SHIPPED 
to  all  parts  of  the  world 


ry  : 


K'X 


PICTURE  LIGHTS 


SPL.3 


Efficient ,  yet 
unobtrusive , 
they  are  fixed  in 
a  moment  to  the 
back  of  the 


MBlii«M^P^^^»''  picture  frame 

Enjoy  the  beauty  of  your  pictures  -  and  are  ready 
Light  them  with"SPL"  Picture  Lights.  for  connection 

to  a  nearby 
electric  point.. 


3 


6  models  from  00/  0  complete  with  lamps 

Obtainable  from  all  leading  Electrical  Shops.  Send  for  free  Colour  Leaflet  to- 
LINOLITE  LIMITED    Sales  and  Export  Departments, 
142,  Liverpool  Rd., London  N.1.  Tel:  01-607  0072  (4lines) 
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DORIS  WIENER 

831  MADISON  AT  69th  STREET 


FEBRUARY  3-21 

EVELYN  GIBBS 

paintings,  drawings,  etchings 
FEBRUARY  23-  MARCH  14 

HALIMA  NALECZ 

paintings 

PERMANENTLY 

APERGIS 
BAKIC 
BERLEWI 
BEUERMANN 
BOHUSZ 
CLOSON 
CROZIER 
FORNER 
FOUJINO 
GARRISON 
GUITET 
GWYER 
ILNICKI 


LACASSE 
MITRIC 
NALECZ 
PELLING 
PORTER 
PORTWAY 
SCHETTINI 
SCHEURER 
STEPHENSON 
TATE 

TENGBERG 
WELLS 

ZACK,  etc. 


drian  gaii 


eries 


5-7  porchester  place    marble  arch    london  w2 

01 -723  9473 


Head  ST.  MARY  AXE  HOUSE 
Office         LONDON  E.C.3. 


Blue  and  White  plate 

14th  century 
Diameter  12|  inches 


Charm 
and 
Grace . . . 


Only  three  designs  from  almost  two  thousand 
different  models  of  exquisitely  hand  chased 
lever  handles.  Guerin  has  led  the  field  for 
over  100  years  in  decorative  plumbing,  builders 
and  cabinet  hardware  and  art  work  in  bronze. 


23  Jane  Street,  New  York  14,  New  York 

also  shown  at  McCune  Showroom,  San  Francisco 

Send  for  our  NEW  catalog.  No.  8  


$1.00 


CHINESE  SNUFF  BOTTLES  A  SPECIALITY 

Baltic  Amber  having  a  spotted  Doe  carved  in  relief  watching  a 
bird  in  flight  overhead  Black  collared  Fei-ts'  ui  Jade  stopper. 
Carved  Ivory  stand.  Ht  3i".  Early  19ch  century. 

Opaque  Amber,  man  and  his  water  buffalo.  Carved  Coral 
stopper.  Rosewood  stand.  Ht.  35".  Late  18th  century. 

Baltic  Amber  having  an  all-over  carved  design  of  blossoms  and 
foliage,  birds  and  rockwork.  Green  Peking  glass  twig  type  stopper. 
Fitted  Hardwood  stand.  Ht.  31".  Early  19th  century. 

The  measurements  given  include  the  height  of  the  stand. 

MAINLAND,  PENNSYLVANIA  I945I 
( 1 9  mi.  from  Phi  la.  at  Lansdale  Exit  of  Pa.  N.E.  Extension) 
By  appointment  please.  Phone  (2I5)  723-3949 
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HAL  O'NIANS 


Dutch    •    Flemish    •    Italian  Masters 


f 


■ 


SAMUEL  SCOTT 


London.  1703-1772.  Bath 


The  Royal  Sovereign  with  the  Commander-in-Chief.  The  Royal  Yacht  Catherine 
and  other  shipping  firing  salutes. 

Canvas.  25  x  39  ins.  (63.5  X  99  cms.) 


Catherine  is  one  of  a  series  of  Yachts,  in  this  case  originally  built  in  Chatham  in  1  674  as  an  8  gunner.  The  tradition  of  building  Yachts  was 
established  by  King  Charles  II  who  had  a  penchant  for  this  type  of  vessel.  They  were  used  on  ceremonial  or  state  occasions,  attending,  as  in 
this  case,  a  Capital  Ship  of  the  line. 


6  Ryder  Street,  St.  James's,  London,  S.W.1 
01-930  9392 


SHOWCASE 


117?  HAVE  AX  A  T'TRAC  Til  E  COLLEC- 
TlOX  ()/•         /  /(.)(  7     /.-U'h.s'VKV  AXD 

xeeiv.eiv<  iiiK  ci  shh  >.\n. 

H7:  ML.S'O  SPECIALISE  IS  ANTIQUE 
TEX  III  ES.  EMIW<  >1D1  Ml  S  AXD 
ECCLESIASTICAL  !  EST.MEXTS. 

E.  B.  SOUHAMI 


6c  PRINCES  ARCADE 
LONDON  S.W  I 


734  7196 


A  very  fine  Tobacco  Box  engraved 
with  the  arms  of  Heneley,  length  3  J  ins. 
Unmarked  but  circa  1700. 

H.  R.  JESSOP  Ltd. 

3  MOTCOMB  ST.,  BELGRAVE  SQ., 
LONDON  S.W.i.  01-235  2978 


A  George  III  Basket. 
Maker  Henry  Chawnes. 
London  1789 

HILTON  GALLERY 

(F.  E.  Goold) 

3  ST.  MARY'S  PASSAGE 
CAMBRIDGE  Cambridge  56886 


Original  Picasso  Madoura  ceramic  plates 
and  pitchers.  Limited  editions  From  £30. 

R.  ALISTAIR  McALPINE 
PUBLISHING  LTD., 

31  CORK  STREET. 

LONDON  WiX  iHB       01-734  9694 


Xishavour  Boivl.  9»/i-Ilf/i  century  A.D. 

WESTBOURNE 
GALLERIES  LTD. 

209  KENSINGTON  CHURCH  STREET 
LONDON  W.8  01-727  1229 


"Blown  out"  GALLE  vase.  Signed. 
Height:  }5  cm.  Price  5,500  For  Si, 100 

ALAIN  LESIEUTRE 

BRONZES-ANIMALIERS 
ART  NOUVEAU  GLASSES 
21  &  10  rue  Saint-Sulpice 
2  rue  de  Tournon 
PARIS -6e.  Tel:  MED.  41.03 


One  of  a  selection  of  French  marble  fire\ 
places.  Price  range  from  £60. 

C.  P.  BURGE 

162  SLOANE  STREET 

LONDON,  S.W.i  SloaneJ 

and  at  Thames  Ditton,  Surrey 


George  II  1% 
Side  Handi 
Coffee  Pol 
by  John  Chap: 
19  ozs. 


R.  E.  PORTER 

2  and  4  POST  OFFICE  ROAD 
BOIRNEMOLTH    Bo  urnemoutn  2- 


The  Connoisseur    Register  Advertisements 


FOR  SALE 

Connoisseur  numbers  502-524  less  505  (22  copies)  plus  1947-51 
Souvenir  of  Antique  Dealers  Fairs.  Box  No.  7476. 

Oil  painting  by  CORNELIUS  VAN  LEEMPUTTEN  -  'Poultry  in  the  field 
with  haystacks'  -  signed,  dated  1864,  on  panel  9  12  inches.  Offers 
over  500  gns.  invited.  Flemish,  Dutch,  Italian  paintings,  water  colours, 
prints,  china,  porcelain,  crystal,  etc.  Write  Box  No.  7475. 

Old  Prints.  Unrivalled  selection  on  all  subjects,  also  ORIGINAL 
DRAWINGS,    RARE    BOOKS    and    AUTOGRAPH  MANUSCRIPTS. 
Callers  by  appointment  only,  telephone  Ambassador  5439.  Walter  T. 
Spencer,  specialists  since  1  856,  47  Upper  Berkeley  Street,  London  W.1 . 

WANTED 

The  Connoisseur  January  1963,  Vol.  152,  No.  611.  Copies  urgently 
wanted  to  buy.  Apply  Box  No.  7477. 

Wanted:  Antique  Pistols,  cased  pairs,  all  steel  and  silver  mounted, 
pairs  and  singles.  Top  prices  paid.  Send  description  or  goods  to 
Thornton,  Walkers  House,  Darley,  Harrogate,  Yorkshire. 

A  Collector  of  old  silver  is  seeking  a  bell  made  by  Isaac  Liger  in  1716 
and  engraved  with  initials  G.  W.  and  coronet.  A  similar  bell  made  by 
Matthew  Cooper  in  1719  would  be  offered  in  whole  or  part  exchange. 
Write  Box  No.  7474. 

Marble  and  Pine  Mantelpieces.  Furniture.  Period  and  Reproduction. 
No  catalogues.  Grahame  Richard  Ltd.,  39B  High  Street  Wimbledon 
Common,  London  S.W.1  9.  Tel.  01  -946  3423. 


MISCELLANEOUS 

Interior  Decoration  -  We  are  pleased  to  quote  for  your  redecoration 
and  also  for  the  repairing  of  fine  furniture.  KEEBLE,  LTD.,  20  Welbeck 
Street,  W.1 .  Tel.  Welbeck  01  63. 

Professional  Cabinetmaker  and  Woodcarver  specialising  in 
Furniture  and  Chair  making,  seeks  commissions  immediately.  Tel. 
499  1281. 

Cameo  Corner,  famous  both  for  antique  jewellery  and  the  best  in  con- 
tempoary  design,  also  buys  fine  antique  pieces.  26  Museum  Street, 
W.C.1 .  Tel.  01  -636  0401 .  Open  9-5,  Thu.  6.30. 

Portrait  sculpture  children  and  adults  in  various  media  by  exhibitor  with 
Society  of  Portrait  Sculptors  and  others.  Fee  from  60  guineas  (approx. 
$151.20).  Telephone  Sharon  Keenan  01  -720  1010. 

Register  advertisements  are  2  3 per  word,  minimum  £  1.10.0  for  15  words, 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager,  THE 
CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD,  LONDON  S.W.1  (Victoria  2331).  Addresses  or  Box  Number-, 
must  be  inserted  and  replies  to  the  latter  should  be  clearly  marked  with 
the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept  no 
responsibility  for  any  sales  effected. 
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MOST  ATTRACTIVE  MAHOGANY  READING-DESK  ON  STAND.  EARLY  REGENCY  PERIOD. 

WORTHINGTON  WHITTREDGE,  N.A. 


'  A  home  m  the  mountains  Signed,  canvas  1 1\"  X  18^ 


SCHWEITZER 

958  MADISON  AVENUE,  NEW  YORK,  N.Y.  10021 

I  I  I  H'llONh  :    I  !  I  1  I    (,  j  (,    (.)  (O 
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Inlaid  Mahogany  Sheraton  card  table.  Circa  1810 
Now  sold 


LOWE 

of  LOUGHBOROUGH 

PERIOD  FURNITURE  17th,  r8th  &  19th  CENTURY 
Dealing  in  antiques  since  188^ 
3  MILES  FROM  Mi 

37-40  CHURCH  GATE  Tel.  0L0-93  2554 

Open  all  week  except  Saturday.     Own  Car  Park 


Royal  Academy  of  Arts 

Piccadilly  London  W1V  ODS 

1000  Years  of  Art  in  Poland 

3  January-l  March  1970  Weekdays  10  6  Sundays  2-6 


The  Park  Lane  Gallery 

113  Piccadilly,  London  W.i     (499  7866) 


"Le  Toilette"  by  Charles  Baugniet  1814-  1886 
Panel  21  >  i6±  ins  signed 

Also  a  superb  example  by  F.  M.  Bennett  'Queen 
Elizabeth  and  Drake'  (24"  -  30").  Other  fine  works  by 
A.  Paoletti,  Joseph  Thors,  J.  Cobbett  B.  W.  Leader, 
H.  Schafer,  C.  Spencelayh,  C.  Dommerhuizen,  etc. 

Please  apply  for  illustrated  brochure 


Restoration 

and  conservation  of  the  antique 

Bronzes  Ceramics  Enamels  Ivories 
Jades  Marbles  Tortoiseshell 
Snuffs    Mother-of- Pearl  Buhl 

Ormolu    Objets  d'Art    Furniture  etc. 

Garbe 

restorers  to  the  leading  museums 

23  Charlotte  Street 
London  W1P  1HB 


Founded  1770 


Tel:  01-636  1268 


CATHERALLS 
OF  CHESTER 


Tudor  House 
Lower  Bridge  Street 
Chester  20095 


Fine  Art  &  Antiques 


Fine  old  Sporting  prints 


Virgin  jnd  Child  from  Kruzlowa  workshop  jt  Cracow,  early  XVth  cenrury  Nation^  FAu&cum  in  Craco* 


Detailed  Editorial  Indices  for  The  Connoisseur 
are  published  three  times  a  year  at  ten  shillings  each 
(plus  fourpence  postage) 

From 

The  Circulation  Dept.,  The  National  Magazine  Co.  Ltd., 
22  Armoury  Way,  London  S.W.18 
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MesRheims  w  Laurin 

Auctioneers,  1  rue  de  Lille,  PARIS-7e.    Tel:  222  61  90 


Collection  of  miniature  boxes 
ii  February,  Room  ~ 
M.  PROS f ,  Expert 


ENGLAND  INFORMATION  OFFICE: 
Mes.  RHEIMS  &  LAURIN 

87  Regent  Street,  Bureau  No.  24 
LONDON,  W.i 
Tel.:  01.  734  °933 


'Dance  Mask',  Ivory  Coast,  DAN*. 
2  March,  Room  8 

African  and  Oceanic  Primitive  Art,  North  American 
Indian  Objects.  M.  Jean  ROUDILLON.  Expert 


SWISS  REPRESENTATIVE 
RHEIMS  &  LAURIN 

c  o  Auctioned  S.A. 
Dufburstrassc  9-CH.4000  BASLE 
Tel.:  -Ji.1-.22 


PALAIS  GALLIERA  -  AUCTION  SALES  IN  PARIS 


12,  RUE  FAVART  -  PARIS 
742.  68.  23 


MONDAY  9th  MARCH  1970 

IMPORTANT  MODERN  PAINTINGS 
FROM  THE  COLLECTION  OF  MONSIEUR 
MARCEL  POIGNARD  AND  OTHER  OWNERS 


BOUDIN.  "Moulin  pres  de  Dordrecht",  canvas,  signed  and  dated  1875.  20|x28|  in.  (53x72  cm.) 
EXPERTS:  MESSRS.  CH.  DIRAND-RUEL,  J.  DUBOURG,  A.  PACITTI,  PH.  MARECHALX,  T.  CATROUX. 


Illustrated  catalogue:  £1 . 

Subscription  to  catalogues:  12  rue  Favart,  Paris.  Monthly  sale  calendar  available  free  on  request. 
Catalogues  ma\  be  obtained  from  our  New  York  information  office: 
Rockefeller  Center,  Suite  403.  610  Fifth  Avenue.  New  York.  N.Y.  10020.  Tel.  (212)  586  6559 
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AUCTION  SALES  IN  PARIS 

(ff  ADElV6ftCAKD 

AUCTIONEERS 
12,  RUE  FAVART  -  PARIS 
742.68.25 

THURSDAY,  19th  FEBRUARY,  1970. 

FROM  THE  COLLECTION  OF  MONSIEUR  ARTHUR  VEIL-PICARD 

IMPORTANT  LOUIS  XV  BOISERIE 
XVIIIth-CENTURY  MARBLE  STATUES  BY  VASSE  AND  MOUCHY 
FURNITURE,  ORMOLU,  TAPESTRIES 


THE  SALE  TO  TAKE  PLACE  IN  THE  VEIL-PICARD  MANSION 
63,  RUE  DE  COURCELLES  IN  PARIS 

(on  view  the  previous  day) 


EXPERTS:  Messrs.  A.  ANANOFF.  J.  and  J.  LACOSTE 

Illustrated  analogue  jTi 

Subscription  to  catalogues:  12  rue  Favart,  Paris    Monthly  sale  calendars  available  free  on  request. 
Catalogues  may  be  obtained  from  our  New  York  information  office: 
Rockefeller  Center,  Suite  403,  610  Fifth  Avenue,  New  York,  N.Y.  10020,  Tel.  (212)  586  6559 
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CHRISTIE'S 

Forthcoming  Sales — February  1970 

All  Sales  subject  to  the  C  onditions  printed  in  the  Catalogues 
Those  sending  Commissions  or  making  enquiries  should  refer  to  the  sale  code  name 
which  is  in  brackets  after  each  sale. 


Thursday  5th,  English  and  Continental  Furniture,  Objects 
of  Art,  Eastern  Rugs  and  Carpets.  (Stag) 

Thursday  5th,  'End  of  Bin'  Sale  of  Wines,  Spirits  and 
Cigars.  (Bute) 

Thursday  5th,  at  2.30  p.m.  and  the  following  day  at  1 1  a.m. 
Pictures  and  Drawings  c.  1800  r.  1900.  (Emily) 

Monday  9th,  English  and  Continental  Porcelain.  (Paris) 

Tuesday  10th,  English,  Foreign  and  Ancient  Coins. 
(Angel) 

Tuesday  10th,  English  Drawings  and  Watercolours. 
(Dermot) 

Wednesday  11th,  Fine  Jewels.  (Pyrope) 

Thursday  12th,  English  and  Continental  Furniture,  Objects 
of  Art,  Textiles,  Eastern  Rugs  and  Carpets.  (Panther) 

Thursday  12th,  Claret  and  White  Bordeaux.  (Barton) 

Friday  13th,  at  10.30  a.m.  Pictures,  Drawings,  Bronzes 
and  Prints  of  American,  Australian,  Canadian,  New 
Zealand  and  South  African  Interest.  Primitive  Pictures, 
and  Pictures  from  the  Cuzco  School.  (Susannah) 

Monday  16th,  Oriental  Jades,  Snuff  Bottles  and  Hard- 
stone  Carvings.  (Ch'ing) 


MARCH 

Monday,  2nd,  Fine  Oriental  Ceramics  and  Works  of  Art. 
(Rose) 

Tuesday  3rd,  at  11  a.m.  and  2.30  p.m.,  and  at  11  a.m.  and 
2.30  p.m.  the  following  day.  Important  Collection  of  Gold 
Coins  and  Medals  of  the  World.  (Escudo) 

Tuesday  3rd,  Fine  English  Drawings  and  Watercolours. 
(Edgar) 

Tuesday  3rd,  English  and  Continental  Watches.  (Alpha) 

Wednesday  4th,  Fine  Historical  Steam  Engine  Models 
and  Ship  Models.  (Watt) 

Thursday  5th,  English  and  Continental  Furniture,  Objects 
of  Art,  Textiles,  Eastern  Rugs  and  Carpets.  (Mouse) 

Thursday  5th,  Hock,  Burgundy  and  Champagne.  (Rollin) 

Friday  6th,  Victorian  Pictures  and  Sculpture.  (Victoria) 


Tuesday  17th,  Miniatures,  Gold  Boxes  and  Objects  of 
Vertu.  (Falcon) 

Wednesday  18th,  Printed  Books  including  Atlases.  (Caith- 
ness) 

Thursday  19th,  Fine  English  Furniture,  Objects  of  Art, 
Textiles,  Eastern  Rugs  and  Carpets.  (Elephant) 

Thursday  19th,  Wines  Surplus  to  the  Requirements  of 
Frederick  Hotels  Ltd.  (Naboth) 

Friday  20th,  at  10.30  a.m.  Narrative  and  Landscape 
Pictures  c.  1800c  1900.  (Evelyn) 

Monday  23rd,  Fine  English  Porcelain.  (Sprimont) 

Tuesday  24th,  Classical,  Western  Asiatic  and  Egyptian 
Antiquities.  (Hammurabi) 

Tuesday  24th,  Old  Master  Drawings.  (Derek) 

Tuesday  24th,  Glass  Paperweights  and  Art  Nouveau. 
(Pan) 

Wednesday  25th,  Fine  Icons.  (Moscow) 

Wednesday  25th,  Fine  Old  English  Silver.  (Mason) 

Thursday  26th,  English  and  Continental  Furniture,  Objects 
of  Art,  Eastern  Rugs  and  Carpets.  (Giraffe) 

Thursday  26th,  Fine  Wines.  (Dionysus) 

Friday  27th,  Old  Master  Pictures.  (Melissa) 


SALES  OVERSEAS 

IN  CANADA  at  the  Ritz  Carlton  Hotel,  Montreal, 

Wednesday,  February  11th  at  8  p.m. 

and  Thursday,  February  12th  at  10  a.m.  and  2  p.m. 

Rare  Books,  Manuscripts,  Prints  and  Maps,  Canadiana 
and  Americana,  Arctic  and  Antarctic,  Western  Canada, 
Voyages  and  Travels,  Canadian  Art,  Natural  History, 
Illustrated  and  Colourplate  Books. 

IN  AUSTRALIA  at  'The  Age'  Gallery,  Spencer  Street, 
Melbourne. 

Wednesday,  March  4th  at  8  p.m. 

and  Thursday,  March  5th  at  10.30  a.m.  and  3  p.m. 

Australian  Books  and  Manuscripts  including  the  Ornitho- 
logical and  Zoological  Works  of  John  Gould.  (Black  Swan) 

Friday,  March  6th  at  8  p.m. 

Australian  Historical  and  Contemporary  Paintings.  (Dingo) 


Telephone:  01-839  9060 


8  King  Street,  St.  James's,  London  S.W.I 

Telex:  916429  Telegrams:  Christiart,  London  S.W.I 


CHRISTIE'S 

Will  offer  at  Auction  on  FRIDAY,  FEBRUARY  13th  at  10.30  a.m. 

Pictures,  Drawings,  Bronzes  and  Prints  of  American,  Australian,  Canadian,  New  Zea 
and  South  African  interest,  and  Pictures  from  the  Cuzco  School 


Lily  Pond  in  a  Wooded  Landscape,  by  Asher  Brown  Durand, signed  and  dated  1861 , 16"  by  23" 
Illustrated  Catalogue  (35  plates)  16s.  Od.  post  paid 


Our  Representatives  in  New  York: 

JOHN  RICHARDSON  The  Hon.  CHARLES  ALLSOPP 

JERRY  E.  PATTERSON 

867  Madison  Avenue,  New  York.  N.  Y.  10021    Telex:  New  York  620721 

Telephone:  Rhinelander  4-4017  Cables:  Chriswoods,  New  York 


Telephone:  01-839  9060 


8  King  Street,  St.  James's,  London  S.W.I 

Telex:  916429  Telegrams:  Christian,  London  S.W.f 


SOTHEBY'S 


(Affiliated  Company:  Parke-Bernet  Galleries  Inc) 


LONDON 

Sotheby  &  Co. 
34/35  New  Bond  Street. 
London.  W1A  2AA 
Telephoned -493  8080 
Telex: London  24454 
Te/egrams:Ab initio,  London 

SCOTLAND 

Duncan  McLaren 

19  Castle  Street,  Edinburgh  2 

Telephoned  -226  5438 

NEW  YORK 

Parke-Bernet  Galleries  Inc. 
980  Madison  Avenue.  New  York 
10021 

Telephone:!}  2-879-8300 
7e/ex:New  York  222643 
Telegrams:? 'arkgal,  New  York 
Sotheby's  of  London  Ltd 
980  Madison  Avenue.  New  York 
10021 

Telephoned  2-758-2891 
7e/e<7/'a/77S.Abinitio.  New  York 

CALIFORNIA 

Sotheby's  of  London  Ltd 
The  Executive  Life  Building.  Suite 
904 

9777  Wiltshire  Boulevard 
Beverly  Hills.  California  90210 
Telephone:!}  3-274-7329 
re/ex:677120 

FRANCE 

Representative  for 

Sotheby  &  Co. 

&  Parke-Bernet  Galleries  Inc. 

Valentin  Abdy  8  Rue  de  Duras. 

Paris  8e 
Telephone: Anjou  2599 

GERMANY 

Representative  for 
Sotheby  &  Co. 
&  Parke-Bernet  Galleries  Inc. 
Valentin  Abdy 

Galerie  Strasse  6a,  Munich  22 
7e/ep/?o/7e:292252 

AUSTRALIA 

Sotheby  &  Co.  (Australia)  Pty.  Ltd 
18th  Floor,  Princes  Gate. 
1  71  Flinders  Street 
Melbourne.  Victoria  3000 
7*e/ep/7one.'Melbourne  63  6643 
Te/egra/ns.Abinitio,  Melbourne 

CANADA 

Sotheby  &  Co.  (Canada)  Ltd 
1  76  Yonge  Street,  Toronto  1 , 

Ontario 
Telephone: (41  6)  861-6761 
7"e/e<7r3/77s:Abinitio.  Toronto 

ITALY 

Representative  for 

Sotheby  &  Co. 

&  Parke-Bernet  Galleries  Inc. 

A.  Chesne  Dauphine 

42r  Lungarno  Corsini 

50123  Florence 
7"e/ep/70/7e:24264 


LEBANON 

Representative  for 

Sotheby  &  Co. 

&  Parke-Bernet  Galleries  Inc. 

Mounir  Atallah,  Eldorado  Buildings 

Appt.  310,  Hamra  Street,  Beirut 

Telephone:!^}  50  and  257970 

Telegrams:Auci\onarX,  Beirut 

SOUTH  AFRICA 

Representative  for 
Sotheby  &  Co. 
&  Parke-Bernet  Galleries  Inc. 
R.  H.  Cassirer 

P.O.  Box  31010.  Braamfontein 
Johannesburg,  South  Africa 
7~e/ep/70A7e.'Johannesburg724-5967 

SWITZERLAND 

Representative  for 

Sotheby  &  Co. 

&  Parke-Bernet  Galleries  Inc. 

J.  C.  Willie  in  partnership  with 

Alfred  Schwartzenbach, 

18  Bleicherweg.  8002  Zurich 

Telephone:  (010  41  51 )  25001 1 

Will  hold  the  following  sales  in 
February,  each  sale  beginning 
at  11  am  unless  otherwise 
stated. 

On  view  at  least  two  days  prior. 
All  catalogues  post  free 

Tuesday,  3rd  February,  at  10.30  am 

Fine  Japanese  Colour  Prints, 

Japanese  Illustrated  Books 

and  Fine  Japanese  and 

Chinese  Drawings  and 

Paintings 

///.  Cat.  5s.  (25p.) 

Tuesday,  3rd  February,  at  10.30  am 
English  Porcelain 

Cat.  3s.  (15p.) 

Wednesday,  4th  February 
Eighteenth  and  Nineteenth 
Century  Paintings 

Cat.  Is.  (5 p.) 

Thursday,  5th  February 
Important  English  and  Foreign 
Silver  and  Plate 

///.  Cat. 

Friday,  6th  February 
Good  English  Furniture, 
Ship  Models,  Works  of  Art, 
Tapestries,  Needlework, 
Rugs  and  Carpets 
///.  Cat.  5s.  (25p.) 

Monday,  9th  February  and 
following  day 

Valuable  Printed  Books, 
Autograph  Letters  and 
Historical  Documents 

Cat.  3s.  (I5p.) 


Monday,  9th  February 

Modern  Firearms,  Longarms, 

Swords  and  Pistols 

///.  Cat.  3s.  (I5p.) 

Tuesday,  10th  February 

Fine  Oriental  Ceramics  and 

Works  of  Art 

///.  Cat. 

Wednesday,  11th  February 
Impressionist  and  Modern 
Paintings,  Drawings  and 
Sculpture 

Thursday,  12th  February 
English  and  Foreign  Silver 
and  Plate 

Thursday,  1  2th  February 
Eighteenth  and  Nineteenth 
Century  Drawings 

Friday,  1  3th  February 
English  and  Continental 
Furniture,  Good  Animalier 
Bronzes,  Barometers, 
Musical  Boxes,  Rugs  and 
Carpets 
///.  Cat. 

Monday,  16th  February 
Valuable  and  Important 
Scientific  Journals 

Monday,  16th  February 
Fine  English  Enamel 
Bonbonnieres,  Objects  of 
Vertu  and  Russian  Works 
of  Art 
///.  Cat. 

Tuesday,  1  7th  February 
Printed  Books 

Tuesday,  1  7th  February,  at 
10.30  am 

English  Pottery  and  Porcelain 

///.  Cat. 

Tuesday,  17th  February 
Modern  Etchings  and 
Lithographs,  Sporting  Prints, 
Naval  and  Military  Prints, 
Decorative  Subjects  and  Views 

Wednesday,  18th  February 
Fine  Nineteenth  and 
Twentieth  Century  British 
and  Continental  Paintings 

///.  Cat. 

Wednesday,  18th  February,  at 
10.30  am  and  2.30  pm 
Extremely  Important  Naval 
and  Military  Campaign 
Medals  and  other  English 
and  Foreign  Orders,  Medals 
and  Decorations 
///.  Cat. 


Thursday,  19th  February 
Fine  Jewals 

///.  Cat. 

Thursday,  19th  February 
English  and  Foreign  Silver 
and  Plate 

Friday,  20th  February 
English  and  Continental 
Furniture,  Clocks,  Rugs 
and  Carpets 

Monday,  23rd  February,  at 
1 1  am  and  2.30  pm 
Wood  and  Ivory  Netsuke, 
Inro  and  Lacquer  Wares 

Monday,  23rd  February  and 
following  day 
Printed  Books 

Monday,  23rd  February,  at  2.30  pm 
Egyptian,  Western  Asiatic, 
Greek,  Etruscan  and  Roman 
Antiquities,  African  Oceanic 
and  Indian  Art 

Tuesday,  24th  February,  at  1 1 .1  5  am 
A  Collection  of  Fine  Chinese 
Works  of  Art 

///.  Cat. 

Wednesday,  25th  February 
Eighteenth  and  Nineteenth 
Century  Paintings 

Thursday,  26th  February 
English  and  Foreign  Silver 
and  Plate 

Friday,  27th  February 
English  and  Continental 
Furniture,  Tapestries,  Clocks, 
Rugs  and  Carpets 

Monday.  2nd  March 

The  Celebrated  Collection  of 

Books  relating  to  the  Circus 

Monday,  2nd  March 
Russian  and  Greek  Icons 

///.  Cat. 

Tuesday.  3rd  March 
Chinese  Porcelain 

Wednesday,  4th  March 
Old  Master  Paintings 

Thursday,  5th  March 

Fine  English  and  Foreign 

Silver  and  Plate 

Thursday,  5th  March 
Minerals,  Fossils  and  Shells 

///.  Cat. 

Friday,  6th  March 
English  and  Continental 
Furniture,  Clocks,  Rugs 
and  Carpets 
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One  of  three  icons  forming  a  Deisis  of  the  Virgin.  Palekh 
School.  17th  century,  1  3  by  1 1  inches 


SOTHEB 

MONDAY,  2nd 

GREEK  AND  RUSSIA 

ICONS 

Illustrated  Catalogue 


A  Russian  icon  of  the  Prophet  Zachary.  Northern  School,  late  sixteenth  century, 

22 j-  by  19-2  inches 


SOTHEBY'S 

THURSDAY,  5th  MARCH,  at  1 1  am  and  2.30  pm 

MINERALS,  FOSSILS  AND 
SHELLS 

the  property  of  The  Dorset  County  Museum 
The  Grant  Institute  of  Geology:  University 
of  Edinburgh  and  other  owners 


ft 


Illustrated  Catalogue 


The  Imperial  harp  shell  Harpa  costata 
Linne  from  Mauritius 


SOTHEB 


TUESDAY,  10th  I 

AN 

IMPORTANT  COLLECTION 
OF  MEISSEN  WARES 

the  property  of  David  Sachs,  Esq. 

Illustrated  catalogue 


A  Meissen  teapot  and  cover,  4f  inches  (1  2  cm) 


One  of  a  pair  of  Dutch 
decorated  Meissen  bottles  and 
stoppers,  crossed  sword 
Johanneum  marks. 
9i  inches  (23  cm) 


A  plate  painted  by  Mayer  of  Pressnitz  or  a 
Meissen  hausmaler.  10  inches  (25.5  cm) 


A  silver  and  schwarrlot  Augsburg 
decorated  coffee  pot  and  cover, 
8  inches  (20.3  cm) 


SOTHEBY'  S 

MONDAY,  9th  MARCH 

FINE  ENGLISH  AND  CONTINENTAL 
MINIATURES 

Illustrated  Catalogue 


A  miniature  of  James  i  An  enamel  miniature  of  A  miniature  of  Thomas  Lockwood 

by  Nicholas  Hilliard.  Margaret  Archer  by  C.  F.  Zibcke,         by  Andrew  Plimer.  2\  inches 

1y  inches  2  inches 


A  miniature  of  Charlotte  Margaret  Sutton 
by  Andrew  Plimer.  3|  inches 


A  miniature  of  Sir  Richard  Wynn 
by  Nicholas  Dixon,  signed. 
2| inches 


A  miniature  of  Ann  Cavendish 
by  Richard  Cosway.  signed  and 
dated  1  790.  3^  inches 
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Ifrom  our  %w  Vork  QolL  ctwn 


S.  J.  SHRUBSOLE  LTD 


43  MUSEUM  STREET,  LONDON  WC1    01-405  2712 


Member  of  the  British  Antique  Dealers'  Association 
One  minuie  from  the  British  Museum 


S.  J.  SHRUBSOLE  CORP 
104  EAST  57th  STREET,  NEW  YORK  10022.  PLAZA  3-8920 

Member  of  the  National  Antique  and  Art  Dealers  Association  of  America 


By  appfnntnxenl 
to  Her  Majesty  The  Que, 
Medal list  t 


SPINK 


Founded  1666 


A  near  pair  of  porcelain  beaker-vases,  decorated  in  underglaze 
blue  and  rouge-de-fer  and  green  enamels  with  flowering  trees  and 
rocks  on  the  trumpet  necks  and  balusters  of  the  bodies,  the 
colour  combination  varying  on  each  but  the  drawing  similar. 
6  character  mark  of  Wan-Li  (1573-1619  A.D.).  on  the  base, 
and  of  the  Period. 
Height:  8|  inches.  From  the  A.  H.  Sayce  Collection. 


Hv  appointment 
to  H  R  H  Tht  Dukt  a/  Edinburgh 
Mtdallisto 


SPINK  &  SON  LTD.,  KING  STREET  ST.  JAMES'S,  LONDON,  S.  V.I.  TELEPHONE:  01-930  7888,  (24  Hours)  CABLES:  SPINK  LONDON,  S.W.L 

Permanent  Agent  in  Scotland:  Major  General  I.    .  Robertson  c.B.,  m.b.e.,  Brackla  House,  Nairn,  Scotland 
Coins  Medals  &  Orders       Oriental  Art   -   European  Glass  &  Porcelain    •    Classical  Antiquities    •    English  Silver    ■    English  Furniture   •    English  Paintings  &  Drawings 


Sevres  and  other  French  porcelai 
in  Earl  Spencer's  collection  at 
Althorp 

R.  J.  CHARLESTON 


PREVIOUS  articles  (The  Connoisseur  for  January,  1967,  and 
February,  1969)  have  described  respectively  Lord  Spencer's 
English  and  German  porcelains  at  Althorp.  The  French  wares 
yield  nothing  to  them  in  distinction. 

The  first  European  porcelain  was  made  in  Florence  towards 
the  end  of  the  sixteenth  century,  and  unfortunately  Althorp  can 
boast  no  specimen  of  this  'Medici'  porcelain.  Thereafter,  Europe 
had  to  wait  a  full  hundred  years  before  there  occurred  again  a 
sustained  effort  to  produce  the  coveted  ware.  This  took  place, 
fittingly  enough,  in  the  France  of  Louis  XIV,  which  was  asserting 
its  predominance  in  every  field  of  the  arts. 

In  1673  an  authorisation  was  granted  to  Edme  Poterat  of 
Rouen,  a  faience  manufacturer,  to  enter  the  porcelain  field.  The 
products  of  Rouen  are  uncertainly  identified,  and  extremely  rare, 
and  the  collections  at  Althorp  contain  no  porcelain  which  has 
any  claim  to  be  attributed  to  that  centre.  In  1702,  however, 
letters-patent  were  granted  to  members  of  the  Chicaneau  family 
of  Saint-Cloud,  near  Paris,  who  claimed  to  have  been  making 
since  1693  porcelain  as  'perfect  as  the  Chinese'.  The  Saint-Cloud 
porcelain  material,  however,  was  completely  different  from  the 
Chinese,  being  in  fact  a  'soft-paste'  compounded  essentially  of 


white  clay  and  a  glassy  'frit',  with  a  soft  lead-glaze,  as  compared 
with  the  hard  homogeneous  'hard-paste'  with  its  constituents  of 
china-clay  and  china-stone  fused  at  a  very  high  temperature. 

The  bulk  of  the  admired  Chinese  porcelains  imported  into 
Europe  during  the  seventeenth  century  had  been  'blue  and  white', 
and  it  was  natural  enough  that  Saint-Cloud  should  first  imitate 
this,  with  painting  in  a  warm  violet-toned  blue  under  the  ivory 
glaze.  Although  the  colour-scheme  was  borrowed  from  China, 
however,  Saint-Cloud's  French  clientele  was  by  no  means 
infatuated  with  Chinese  styles  of  decoration,  and  almost  all  the 
porcelain  of  Rouen  and  Saint-Cloud  is  decorated  with  variants 
of  the  'lambrequin'  designs  characteristic  of  this  phase  of  French 
art,  and  consistently  seen,  for  example,  on  the  contemporary 
faience  of  Rouen.  A  cup  and  saucer  at  Althorp  is  decorated  in 
this  style,  as  is  the  covered  spice-box  (No.  1),  an  exclusively 
French  ceramic  shape  no  doubt  based  on  a  metalwork  prototype. 
Considerable  use  was  made  at  Saint-Cloud  of  decoration  in 
applied  moulded  relief,  often  in  imitation  of  the  similar  decora- 
tion found  on  the  admired  white  'blanc-de-chine'  of  Fukien.  A 
cup  and  saucer  at  Althorp  display  such  primus  blossom  in  relief, 
its  superficial  likeness  to  the  Chinese  being  gainsaid  by  the  incised 


2.  Part  tea-service  painted  in  enamel-colours 
in  Kakiemon  style.  Unmarked.  Chantilly, 
second  quarter  of  the  eighteenth  century. 
Height  of  teapot  4|  inches  (II  cm.). 

3.  Sugar-bowl,  cover  and  stand,  painted  in 
enamel-colours,  with  mark  DV  incised  on  bowl 
and  stand.  Mennecy,  middle  of  the  eighteenth 
century.  Height  with  cover  5^  inches  (13  5 
cm.). 


Colour  Plate.  

Jug,  painted  in  enamel-colours  in  Kakiemon 
style.  Chantilly,  second  quarter  of  the  eigh- 
teenth century. 


mark  StC  over  a  T,  for  the  Trou  family  which  had  succeeded 
the  Chicaneau  in  the  proprietorship  of  Saint-Cloud.  Althorp  has 
no  examples  of  the  much  rarer  enamelled  porcelain  of  Saint- 
Cloud,  but  this  is  offset  by  an  uncommon  richness  in  the  poly- 
chrome enamelled  wares  of  Chantilly. 

The  factory  at  Chantilly  had  been  founded  in  1725  by  Louis- 
Henri  de  Bourbon,  Prince  de  Conde.  This  Prince  was  a  great 
admirer  of  Japanese  porcelain,  of  which  he  possessed  a  large 
collection,  and  it  is  therefore  hardly  surprising  that  the  Chantilly 
porcelain  reflects  from  the  outset  the  shapes  and  the  palette  of  the 
[man  porcelain  decorated  in  the  Kakiemon  style.  The  Chantilly 
porcelain,  however,  like  that  of  Saint-Cloud,  was  a  soft-paste 
material,  but  differed  from  it  in  having  a  glaze  of  a  pure  white 
opacity  produced  by  the  use  of  oxide  of  tin.  This  formed  an 
ideal  background  for  the  enamelled  decoration,  predominantly 


in  a  slightly  orange-toned  iron-red,  clear  blue,  pale  yellow  and 
a  beautiful  turquoise-green.  This  palette,  and  Kakiemon  themes 
of  decoration,  embellish  parts  of  two  services  at  Althorp.  All 
display  the  lobed  forms  characteristic  of  Kakiemon  porcelain, 
but  concessions  have  been  made  to  European  usage  in  the  form 
of  the  jug  here  illustrated  in  colour,  and  of  the  teapot  illustrated 
in  No.  2.  The  decoration  of  small  boys  on  the  one,  and  of 
flowered  sprays  on  the  other,  is  closely  copied  from  the  Japanese 
originals.  In  addition  to  these  pieces  with  'decor  Coreen',  as  the 
French  parlance  of  the  time  mistakenly  had  it,  the  Althorp 
Collection  has  seven  somewhat  later  pieces  of  Chantilly— a  cup 
and  saucer  painted  with  flowers,  and  half-a-do/en  openwork 
dishes  painted  in  blue  with  sprigs. 

In  1734  the  Due  de  Villeroy  established  a  porcelain  and  faience 
factory  in  Paris,  later  (1748)  to  be  transferred  to  Mennecy  (Seinc- 
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4.  Cup  and  saucer,  painted  in  enamel-colours  with  mark  DV  incised  on  both  pieces.  Mennecy,  middle  of  the  eighteenth  century.  Height  of  cup  2# 
inches  (7  cm.),  diameter  of  saucer  \\  inches  (12  cm.). 


5.  Pair  of  cache  pots,  painted  in  enamel-colours.  Mark,  crossed  L's  in  blue  enamel  on  both  pieces.  Vincennes,  about  1750.  Height  5  inches  (13  cm.). 
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6.  Cup  and  saucer,  painted  in  enamel-colours,  the  dark  blue  border  marbled  with  gold.  Mark,  floriated  crossed  L's  in  underglaze-blue  on  both 
pieces.  Vincennes,  about  1750.  Height  of  cup  23  inches  (6-5  cm.);  diameter  of  saucer  5I  inches  (14  cm.). 

7.  Cup  and  saucer,  painted  in  enamel-colours,  the  borders  in  pink  and  apple-green  edged  with  gold.  Marks,  crossed  L's  enclosing  the  date- 
letter  H,  and  N  for  the  painter  Francois-Joseph  Aloncle.  Sevres,  1760.  Height  of  cup  2§  inches  (6  cm.);  diameter  of  saucer  5^  inches  (13-5  cm.). 


8.  Plate,  painted  in  blue  enamel.  Mark,  crossed  L's  enclosing  the  date-letter  r,  in  blue  enamel.  Sevres,  1770.  Diameter  9^  inches  (24  cm.). 


ct-Oisc),  and  ultimately  in  1773  to  Bourg-la-Reine  (Seine).  The 
porcelain  of  Mcnnecy  was  a  beautiful  glassy  soft-paste,  almost 
milk-white  in  tone.  It  was  no  doubt  on  account  of  this  beauty 
of  material  that  it  was  often  left  to  speak  for  itself  in  pieces 
decorated  only  with  relief  moulding.  More  frequently,  however, 
during  the  maturity  of  the  factory,  it  wis  painted  in  enamel- 
colours  of  a  peculiarly  soft  and  sensuous  harmony,  in  which 
delicate  tones  of  mauve  and  a  bright  blue  pr  dominate.  In  this 
palette  was  executed  the  factory's  most  comm<  >  found  decora- 
tion of  naturalistic  flowers,  painted  in  a  style       ved  from  the 


'deutsche  Blumen'  of  Meissen.  The  Althcrp  Collection  contains 
two  specimens  of  this  style — a  covered  sugar-bow  l  and  stand 
(No.  3),  which  shows  the  fluted  moulding  much  used  at  the 
factory  and  a  fanciful  rococo  shell-moulding  of  the  cover;  and 
a  cup  and  saucer  with  painting  of  exquisite  quality  (No.  4). 

More  important  than  any  of  these  factories,  however,  was  the 
manufacture  founded  in  the  Chateau  of  Vincennes  in  1738  by  the 
nobleman  Orry  de  Fulvy.  He  was  aided  by  runaway  work- 
people from  Chantilly,  but  the  concern  ran  into  difficulties  until 
in  1745  it  was  taken  over  by  a  company  and  granted  the  exclusive 
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9.  Monteith  for  cooling  wine-glasses,  painted 
in  enamel-colours  and  gilt.  Marks,  crossed  L's 
enclosing  the  date-letter  ft,  and  FB,  in  puce 
enamel,  and  2000  in  gold,  for  the  gilder 
Vincent.  Sevres,  1786.  Length  12  inches  (30-5 
cm.). 


right  for  twenty  years  to  manufacture  'porcelain  in  the  style  of 
the  Saxon,  that  is  to  say,  painted  and  gilded  with  human  figures' 
— a  clear  indication  of  the  direction  in  which  the  factory  was 
looking  for  its  inspiration.  Aided  by  further  privileges  and  greath 
helped  by  the  recruitment  of  staff  of  exceptional  talents — such  as 
the  royal  goldsmith,  Duplessis,  who  supplied  designs  for  forms 
— the  manufacture  now  entered  an  era  of  great  artistic  success. 
With  a  white  soft-paste  of  great  beauty,  a  fine  palette  of  enamel 
colours  and  a  gilding  process  which  produced  gold  decorations 
of  great  splendour,  the  talented  personnel  of  the  concern  had 
ideal  materials  to  hand,  and  the  Vincennes  porcelain  of  the 
period  about  1745-50  ranks  among  the  most  beautiful  ever 
produced. 

Althorp,  like  many  other  great  English  country  houses,  is  rich 
in  the  productions  of  Vincennes  and  the  successor  factory  at 
Sevres.  Amongst  the  most  beautiful  of  its  ceramic  treasures  is  a 
pair  of  two-handled  pots — perhaps  cachepots  for  containing 
pots  of  flowers — painted  in  polychrome  enamels  of  great 
beauty  with  sprays  of  leaves  and  flowers  in  a  style  betraying  the 
influence  of  the  'deutsche  Blumen'  of  Meissen  (No.  s).  Appar- 
ently about  T749  was  introduced  the  first  of  the  ground-colom -s 
for  which  Vincenncs-Scvres  was  to  become  famous  a  deep 
uneven  underglaze-blue  nowadays  called  'gros  bleu',  but  at  the 
time  apparently  dubbed  'bleu  royal'.  No.  6  shows  .1  cup  and 
saucer  at  Althorp  where  this  blue  ground,  lightly  marbled  with 
gold,  is  used  as  a  foil  to  bird-painting  of  a  slightly  naive  character, 
perhaps  symptomatic  of  an  experimental  phase  in  the  factory's 
search  for  a  style  of  its  own.  In  1752  the  King  acquired  a  quarter 
share  of  the  capital,  and  in  1753  there  issued  an  edict  that  there- 
after the  royal  cipher  of  crossed  L's  should  be  used  as  a  factory- 
mark,  together  with  a  letter  to  indicate  the  date;  ami  that  tin 


10.  Jam-pot,  cover  and  spoon,  painted  in  enamel-colours  and  gill.  Marks, 
crossed  L's  enclosing  the  date  letter  M,  and  a  sign  like  a  crotchet,  perhaps 
for  the  painter  Cardin.  Sevres,  1765.  Height  with  cover  s  ~'  inches  (14-5  cm.). 
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factory  should  be  known  as  the  Manufacture  royalc  de  por- 
celaine'.  A  pair  of  four-footed  vases  at  Althorp,  painted  with 
exotic  birds  in  panels  reversed  on  a  'gros  bleu'  ground,  bear  the 
A  date-letter  for  this  year,  together  with  a  triangle  in  blue  for 
the  painter,  Antoine  Cappelle.  In  1756  the  factory  was  trans- 
ferred to  Sevres,  and  about  this  time  began  the  introduction  of 
those  coloured  grounds — 'Rose  Pompadour'  pink,  the  turquoise 
'bleu  celeste",  and  the  bright  overglaze  'blcu-dc-roi' — for  which 
the  factory  is  famous.  They  are  not  particularly  well  represented 
at  Althorp,  although  a  rather  later  pot  is  painted  with  figure- 
subjects  on  a  turquoise  ground. 

More  striking  in  this  genre,  however,  is  the  cup  and  saucer 
illustrated  111  No.  7,  with  typical  Sevres  bird-painting  by  Aloncle 
on  a  ground  of  apple-green  broken  by  scrolled  panels  of  'Rose 
Pompadour'  edged  with  gold.  The  collection  is  less  rich  in 
individual  pieces  of  this  kind  than  it  is  in  services  (somewhat 
depleted  by  the  ravages  of  time),  such  as  one  with  flower-painting 
and  feuille  de  choux  pattern,  dating  from  1759  and  later,  or  a 


cabaret  painted  with  bouquets  of  flowers,  dating  from  1765.  Even 
more  impressive  is  .1  service,  of  which  nearly  1  so  pieces  still 
survive,  painted  with  festoons  of  flowers  and  leaves  in  a  bright 
blue  enamel  which  was  an  early  speciality  of  Sevres  (No.  8). 
Another  originally  large  service  is  of  unusual  interest  in  that  it 
is  documented,  for  it  is  listed  at  Sevres  and  in  a  copy  at  Althorp 
in  the  writing  of  George  John,  2nd  Earl  Spencer.  It  was  bought 
in  April,  1786,  and  is  described  as  'Service  zone  bleu,  cartels  de 
fleurs  sur  tcrrasses'  (No.  9).  The  formal  borders  and  diaper 
patterns  of  this  period  arc  well  represented  at  Althorp,  as  by  a 
'Harlequin'  service  of  32  plates,  mainly  of  the  year  1784.  More 
striking  in  shape  is  the  covered  jam-pot,  still  retaining  its  original 
spoon,  seen  in  No.  10. 

In  1769  the  making  of  hard-paste  porcelain  from  the  kaolin  of 
Saint- Yrieix,  near  Limoges,  was  added  to  the  Sevres  repertory, 
and  the  Althorp  Collection  includes  an  altogether  remarkable 
pair  of  vases  in  this  material  (No.  11).  Its  elaborately  modelled 
decoration  of- goat's  heads  and  festoons  is  gilt  all  over,  and  the 


11.  Pair  of  vases  of  hard-paste  porcelain  painted  in  enamel-colours  and  gilt.  Marks,  crowned  crossed  L's  enclosing  the  date-letter  M  (probably  a 
mistake  for  MM),  IN  and  a  triangle  enclosing  numerals,  for  the  painter  Dieu,  all  in  red  enamel.  Sevres,  probably  1790.  Height  1 1$  inches  (29-5  cm.). 
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12.  Cup  and  saucer  of  hard-paste  porcelain,  painted  in  colours  and  gilt.  Mark,  F.A.S.  ijgi  in  red  enamel  on  both  pieces.  Paris  factory,  perhaps 
painted  by  an  outside  decorator,  1791.  Height  of  cup  2*  inches  (6  cm.);  diameter  of  saucer  4;  inches  (12-5  cm.). 


panels  which  they  frame  are  painted  in  colours  and  gold  with 
chinoiserie  sea  scenes  of  an  entirely  fanciful  character  by  the 
painter  Dieu.  He  also  decorated  a  hard-paste  Sevres  cup  and 
saucer  in  the  collection,  the  only  other  piece  of  this  character  at 
A 1  thorp. 

Of  the  hard-paste"  porcelain  made  in  die  Paris  factories  after 
1770,  often  under  royal  or  quasi-royal  patronage,  Althorp  con- 
tains a  couple  of  score  of  examples.  Most  notable  among  them 
are  a  fine  ewer  and  basin  with  a  handsome  green  and  brown 
diaper  ground  picked  out  in  gold,  made  at  the  Rue  de  Bondy 
factory  (under  the  protection  of  the  Due  d'Angouleme) :  and 
parts  of  a  service  with  the  well-known  cornflower  decoration, 
made  for  Lavinia,  Countess  Spencer,  when  she  was  Viscountess 
Althorp  (1781-83),  at  the  Clignancourt  factory  (under  the  pro- 
tection of  Monsieur,  brother  of  Louis  XVI).  Of  greater  interest 
than  these  perhaps  is  the  cup  and  saucer  seen  in  No.  12,  bearing 
in  red  the  unidentified  mark  F.A.S.  1791  and  probably  painted 
by  an  outside  decorator  in  the  city. 

Althorp  contains  also  examples  of  wares  made  at  a  number  of 
the  smaller  French  porcelain  factories,  including  a  cup  and  saucer 
of  Sccaux  (soft-paste),  two  pieces  each  from  Strasbourg  and 
Nidervillcr,  in  Eastern  France,  a  Bordeaux  cup  and  saucer,  and  a 
Valenciennes  coffee-pot.  Of  greater  aesthetic  interest  than  any  of 
them,  however,  is  a  group  of  three  pieces  made  at  the  Tournay 

13.  Ecuelle  and  stand  of  soft-paste  porcelain  painted  in  enamel-colours  in 
panels  reserved  on  a  dark-blue  ground,  and  gilt.  Mark,  crossed  swords 
with  crosses  in  the  angles,  in  gold  on  both  pieces;  D  incised  on  stand. 
Probably  painted  by  Henri-Joseph  Duvivier.  Tournay,  about  1765. 
Diameter  of  ecuelle  6.J  inches  (16  cm.);  width  of  stand  11]  inches  (29  cm.). 


Ss 


14-  Plate,  soft-paste  porcelain  painted  in  purple  monochrome  and  gilt.  Mark,  crossed  swords  with  crosses  in  the  angles,  in  gold.  Tournay,  about 
1770.  Diameter  9^  inches  (24  cm.). 


factory,  in  present-day  Belgium.  Although  in  the  eighteenth 
century  Tournay  formed  part  of  the  Imperial  Austrian  dominions, 
the  porcelain  factory  had  far  closer  artistic  and  technical  affinities 
with  the  French  soft-paste  factories,  from  which  it  derived  its 
first  technicians  and  subsequently  many  of  its  artists.  Notable 
amongst  the  Tournay  porcelain  at  Althorp  is  the  fine  ecuelle  and 
stand  shown  in  No.  13,  probably  painted  by  the  factory's  leading 
artist,  Henri-Joseph  Duvivier.  Although  its  dark-blue  ground  is 
clearly  inspired  by  Sevres,  the  exuberance  of  its  modelled  and 
gilt  decoration,  and  the  style  of  the  painting,  have     r  stronger 


affinities  with  Chelsea  of  the  'gold-anchor'  period  (about 
1760-65).  Indeed,  there  was  considerable  interchange  of  per- 
sonnel between  the  two  concerns,  so  the  general  resemblance  is 
not  altogether  surprising.  Also  of  particularly  high  quality  is  the 
plate  shown  on  No.  14,  with  its  fine  painting  of  cherubs  in  puce, 
and  the  finely  ribbed  border  delicately  picked  out  in  gold.  This 
plate  was  bought  by  Frederick,  4th  Earl  Spencer,  in  1855  together 
with  a  blue  painted  cup  and  saucer  from  the  related  Arras 
factory,  not  far  away  across  the  border  in  north-eastern  France. 
Photographs  illustrating  this  article  by  A.  C.  Cooper,  Ltd. 
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Glass  of  the  Venetian  lagoon 


ADA  POLAK 


INTELLIGENT  visitors  to  Venice  are  invariably  shocked  and 
disappointed  to  see  how  much  ugly  and  tasteless  glass  is  on  sale 
in  this  traditional  centre  of  fine  glassmaking.  Indeed,  there  is 
largely  nothing  but  unattractive  goods  to  be  bought  (except  at 
Venini's  shop,  where  the  standard  is  consistently  good).  Yet  on 
the  shelves  of  factory  showrooms  at  Murano  it  is  still  possible  to 
find  artistic  items  that  arc  both  good  value  and  interesting;  it  is 
a  pity  that  they  are  so  difficult  to  find  and  even  more  difficult  to 
buy.  They  may  have  had  a  good  press  at  the  time  of  their 
launching  at  some  exhibition,  but  owing  to  the  difficulties  of 
fitting  their  regular  make  into  the  existing  production  and  sales 
organization,  the  initial  success  has  not  been  followed  up  com- 
mercially and  consequently  the  glass  is  not  in  retail  sale. 

The  tirm  of  Barovier  &  Toso  is  chiefly  occupied  in  producing 
lighting  equipment.  This  is  of  fine  quality  and  in  good  taste.  But 
their  glass  vessels  have  also  frequently  attracted  favourable  atten- 
tion; their  'Vetro  ruggiada',  'Vetro  ramarro'  and  'Vetro  Efeso' 
being  among  the  finest  and  most  genuinely  'glassy'  glass  made  in 
Venice  in  recent  years. 


Recently  I  had  the  very  good  fortune  of  seeing  a  large  selection 
of  Barovier  glass.  The  vessels  are  simple,  almost  casual  in  form, 
with  inlaid  colour  effects  of  the  greatest  beauty;  the  colours,  in 
subdued  greens,  greys,  browns  and  yellows  being  of  the  highest 
sophistication. 

The  bowl  here  illustrated  was  designed  and  made  by  Ercole 
Barovier  in  1965.  Glass  like  this  is  extremely  difficult  to  make, 
since  the  various  colours  expand  in  different  ways,  and  the  work 
at  the  furnace,  with  the  incessant  reheating  of  the  vessel,  is  full  of 
hazards.  Each  piece  comes  out  differently,  as  the  glassmaker's 
deftness  and  luck  may  have  it  in  each  instance.  But  the  successful 
results  are  both  attractive  to  the  eye  and  deeply  satisfying  as 
objects  of  glass.  They  are  almost  suggestive  of  the  landscape  from 
which  they  have  sprung — of  the  slow  flowing  weeds  of  the  sandy 
lagoon  and  the  rich  fruitfulncss  of  the  countryside  of  the  Veneta. 
It  is  a  matter  for  regret  that  such  unusual  objects  should  languish 
in  showrooms  which  are  normally  only  seen  by  wholesale 
buyers,  whilst  connoisseurs  looking  for  good  contemporary 
glass  suffer  bitter  frustration  in  the  Venetian  shops. 
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Pocock's  -  the  ingenious  inventors 


EDWARD  T.  JOY 


THE  name  of  Pocock  is  familiar  to  students  of  Regency 
furniture  for  it  is  found  among  the  group  of  makers  of 
'patent'  furniture  who  were  so  prominent  in  the  first  quarter  of 
the  nineteenth  century.  This  was  the  time  when  special  conditions 
at  home  and  abroad  stimulated  a  demand  for  compact,  space- 
saving  and  multipurpose  furniture,  on  which  designers  expended 
considerable  ingenuity.  The  most  famous  makers  of  this  kind 
were  Morgan  and  Sanders  of  Catherine  Street,  Strand,  who 
renamed  their  premises  Trafalgar  House  after  they  had  furnished 
Nelson's  cabin  on  the  Victory  and  had  received  a  large  order  for 
fitting  out  his  house  at  Merton  just  before  his  death. 

Pocock  himself  has  hitherto  remained  a  very  shadowy  figure. 
His  business  address,  No.  26  Southampton  Street,  Strand,  not 
far  from  Morgan  and  Sanders's,  is  found  in  directories  (though 


for  a  much  longer  period  than  the  dates  1813-17  quoted  in  Heal's 
list)  and  on  his  trade  cards.1  His  name  is  also  known  through  his 
'reclining  patent  chair',  which  is  described  and  illustrated  in 
Ackermann's  Repository  of  Arts  in  March,  181 3.  But  little  else 
about  the  man  has  ever  emerged.  Now  details  of  his  family 
history,  based  on  reminiscences  by  his  grandson,  William 
Willmer  Pocock  (/).  1813),  have  recently  come  to  light  and  give 
us  a  clear  picture  of  his  career.2 

The  founder  of  the  firm,  William  Pocock,  was  born  on  24th 
June,  1750.  His  father,  also  William,  occupied  a  small  estate  near 
Great  Misscnden,  Buckinghamshire,  but  this  apparently  belonged 
to  his  wife,  for  after  his  death,  about  1758,  it  ultimately  passed 
into  the  hands  of  her  second  husband.  The  young  William, 
fatherless  at  the  age  of  seven  or  eight,  had  to  make  his  own  way 


1.  One  of  Pocock's  trade  cards  (front  and  back). 
British  Museum. 


2.  Another  of  Pocock's  trade  cards  (front  and 
back).  British  Museum. 


in  the  world.  He  was  trained  as  a  carpenter  and  is  later  found 
employed  in  that  capacity  in  London,  probably  as  a  working 
master.  He  married  Hannah  Fuller  in  1778.  In  17X2  he  obtained 
the  freedom  of  the  Carpenters'  Company  by  redemption  (i.e. 
purchase),  his  address  then  being  Neville's  Court,  Fetter  Lane. 
About  1786  he  moved  out  to  Leyton,  Essex,  where  lie  set  up  an 
extensive  building  business.  Three  of  his  sons  gained  freedom  of 
the  Carpenters'  Company,  the  eldest,  William  Fuller,  on  7th  July, 
1 80 1 ,  John  Wright  on  3rd  May,  1803,  and  Thomas  on  4th 
March,  1806. 3  All  three  had  originally  been  apprenticed  to  their 
father,  but  William  Fuller  turned  to  architecture,  and  Thomas 
became  pavior  to  the  City  of  London4.  John,  however,  and 
another  son,  James,  helped  their  father  in  the  cabinet-making 
business  which  he  added  to  that  of  building. 

As  a  patentee  of  furniture,  Pocock's  name  appears  only  once 
in  the  Patent  Office  records.  This  was  in  1805,  when  he  was 
granted  a  patent  for  extensions  to  dining-tables.8  Other  'patent' 
pieces  arc  connected  with  his  name,  but  these  must  be  taken  with 


caution.  The  label  'patent'  had  caught  the  popular  imagination 
at  that  time  and  was  freely  applied  to  all  types  of  furniture  with 
mechanical  devices,  or  with  special  storage  or  folding  properties; 
though  occasionally  some  makers  are  known  to  have  bought  out 
patentees'  inventions  and  attached  their  own  names  to  them. 

Pocock  opened  showrooms  in  London  for  his  furniture,  and 
Ins  name  is  in  trade  directories  from  1802  to  1824.  The  firm's 
address  at  26  Southampton  Street  remains  the  same  throughout 
this  period,  but  its  title  varies.  Kent's  Directory,  making  the  first 
published  entries  in  1802  and  1803,  refers  to  W.  Pocock's 
'Cabinet  and  Upholstery  Warehouse',  but  in  the  Post  Office 
Annual  Directory  of  1805  this  becomes  the  'Patent  Boethema 
mattrass  (sic)  warehouse'.  'Messrs.  Pocock,  upholders,  the  patent 
Boethema  mattrass  warehouse'  is  in  Holden's  Triennial  Directory 
of  1805-7,  which  also  gives  Pocock's  Leyton  address.  Other 
directories  give  the  firm's  name  variously  as  William  Pocock, 
Messrs.  Pocock,  William  Pocock  &  Co.  (in  the  Post  Office  London 
Directory,  1820),  and  William  and  John  W.  Poeoek  (in  Piggot  and 
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3.  Double-page  advertisement  for  Pocock's  furniture,  [!    1    Public  Record  Office. 
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Patent  Sympathetic  and  Self-acting  Dining  Tables, 
FOR.  GENERAL  USE, 

Which  One  Person  can,  with  Ease  and  Facility,  enlarge  or  diminish  to  the  size  required,  in  a 
Maimer  perfectly  new.  The  self -acting  Tables  also  are  completely  novel  and  striking.  The  Con- 
struction so  astonishingly  simple,  and  the  Scale  io  variable  as  to  suit  cither  the  Cottage  Or/we, 
the  festive  Board  of  the  hospitable  Mansion,  or  the  extensile  Entertainments  of  the  Nobility  and 
Men  of  Fashion.  Can  be  made  io  unite  tm'h  a  fashionable  Sideboard,  and  form  an  elegant 
Piece  of  Furniture  for  a  Dining- Room. — Sc  *  LATE,  Nos.  4,  5, 6, 7,  and  9 :  And  yet  can 
be  made  so  portable  as  to  go  with  the  Baggage  of  a  Regiment  for  the  Officers  Mess. 

The  Sympathetic  Dining  Tables  very  much  exceed  all  others  yet  offered  to  the  Pufdic,  as 
will  be  seen  upon  the  first  View  of  its  Movements  in  changing  from  one  Size  to  another ;  which 
one  Person  performs  with  as  much  Ease  and  Facility  as  tiro  Persons  can  any  other,  except  the 
Self-acting  Tables,  which  are  t/ie  true  Ne  plus  ultra  ;  nor  can  it  be  reasonably  expected  they 
will  ever  be  excelled. — The  Pers<ms  sitting  at  this  Table,  if  they  wish  to  enlarge  it,  need  only 
draw  one  of  the  Ends  of  the  top  towards  them,  and  the  other  will  recede  from  them,  till  there 
is  room  sufficient  for  another  Leaf  between,  when  one  instantly  rises  and  fills  up  the  Space, 
without  any  assistance  from  the  Person  enlarging  it.  In  Fact  it  needs  only  to  be  seen  to  be 
approved,  being  completely  simple  and  effectual  to  all  the  Purposes  intended,  and  cannot  be  put 
out  of  Order.  . 

The  Patent  Boethema,  or  Rising  Mattresses, 

Are  for  the  Use  of  Invalids  to  raise  them  up  in  their  Beds;  or  for  any  Person  accustomed  to  sit  up 
while  in  Bed ;  can  be  laid  upon  any  Bedstead,  and  is  so  constructed  as  to  be  applicable  to  a  Sofa. 
—See  PLATE  I,  2,  and 3. 

Merlin's  Reclining  and  Gouty  Chairs, 

Are  so  improved  as  to  have  an  elegant  and  modern  Appearance ;  and  Persons  by  the  Use  of  the  Foot- 
stools can  recline  in  them  or  travel  from  one  Room  to  another. — See  P  LATE,  Nos.  8  and  10. 

The  Patent  Sofa  Beds, 

Make  a  comfortable  and  convenient  Sofa  and  Bed,  suitable  either  for  Camp  or  liar  racks,  or  on 
Board  a  Ship,  or  even  for  an  elegant  Drawing- Room;  and  yet  are  very  portable  by  folding  into 
a  very  small  Compass  for  the  Convenience  of  Carriage.  Tiny  have  been  Tifrldy  approved  by  dis- 
tinguished Ojficers  of  the  Army  and  Navy. 

We  also  manufacture  curious  Treble  Reflecting  Looking-G  1  asses  of  new  Construc- 
tion— Library  Tables  to  rise  to  suit  either  a  sitting  or  a  standing  Posture  for  Reading  or  Writ- 
ing— Go-to-Bed  Chairs  to  assist  infirm  Persons  in  going  to  Bed  and  getting  up — Cradle  Beds  to 
change  and  remake  the  Bed  without  disturbing  the  Invalid — Vibrating  Pendulum  Beds  to  swing 
and  give  gentle  Exercise,  or  lull  them  to  sleep ;  and  many  other  Inventions  too  numerous  to  men- 
tion in  our  present  Limits. 

And  also  every  Article  of  Cabinet  or  Upholstery  Furniture,  from  the  plain  and  use- 
fid  to  the  most  costly  and  magnificent,  and  pledge  ourselves  the  Goodness  of  the  Workmanship 
tuid  Materials,  either  in  the  general  Line  of  Furniture,  or  those  tee  make  by  exclusive  Privilege 
of  His  Majesty's  Patent,  shall  be  of  the  best  Qiai/ity,  and  have  no  Doubt  of  being  as  successful  in 
giving  full  Satisfaction  to  those  Ladies  and  Gentlemen  who  may  yet  honour  us  with  their  Com- 
mands, as  those  we  have  been  already  favored  with. 


Cos.  Commercial  Directory,  1X22-3).  The  final  reference  is  in  the 
Post  Office  London  Directory,  1824.  The  firm  wound  up  at  about 
tins  time  owing  to  the  financial  mismanagement  of  John  Pocock, 
w  ho  was  in  charge  of  the  showrooms.  In  any  case  the  demand 
for  'patent'  furniture  seemed  then  to  be  on  the  wane,  for 
Trafalgar  House  also  closed  down  in  1  822. 

Pocock  was  obviously  a  man  of  considerable  enterprise,  for  he 
had  been  quick  to  exploit  the  fashionable  demand  for  'patent' 
articles.  At  home,  cabinet-makers  were  faced  with  the  special 
needs  of  a  rapidly  expanding  population  which,  in  England  and 
Wales,  more  than  doubled  between  1751  and  1821,  with  a 
marked  acceleration  in  the  1780s  leading  to  a  fifty  per  cent 
increase  between  1801  and  1821.  The  denser  centres,  particularly 
London,  felt  enormous  pressure  on  their  living  space  until  the 
new  railways  brought  suburban  expansion  in  the  1830s.  Of  the 
96  official  patents  registered  from  1760  to  1830  for  furniture  and 
upholstery,  two-thirds  (65)  were  taken  out  between  1800  and 
1830."  Pocock  was  evidently  well  acquainted  with  the  'principles 
of  mechanics'  which  Thomas  Martin  urged  in  1813  should  be 
part  of  every  complete  cabinet-maker's  equipment. 7 

External  events  intensified  the  demand,  for  the  French  wars  of 
1 793-1 8i 5  led  to  much  travelling  at  home  and  abroad  by  army 
and  navy  officers  and  government  officials,  often  with  their 
funilies.  Portable  furniture,  easily  dismantled  for  packaging,  or 
containing  special  storage  space  for  household  goods  in  transit, 
was  ideal  in  these  circumstances.  Also,  as  Sheraton  pointed  out, 
'most  of  the  things  which  are  of  this  nature  will  also  suit  a  cabin 
or  sea  voyage'.8  Much  furniture  was  also  designed  for  invalids, 
especially  the  large  numbers  of  wounded  and  disabled  service 
men. 

Fortunately,  a  number  of  illustrations  of  Pocock's  furniture 
have  survived.  A  large  double-page  advertisement,  with  a  sur- 
mounting representation  of  the  Royal  Arms,  found  among 
Foreign  Office  papers  at  the  Public  Record  Office  in  London 
dealing  with  the  British  Embassy  in  Spain  in  1814  (where  it  no 
doubt  is  included  for  its  interest  to  serving  and  invalided  officers 
in  the  Peninsula),  has  ten  illustrations  of  his  pieces  and  some 
descriptive  text. 9  To  these  can  be  added  three  illustrations  on  his 
trade  cards  and  the  chair  illustrated  in  the  Repository. 

The  trade  cards  show  a  'patent  elevating  library  or  office 
table'  and  the  'boethema  rising  mattress'.  The  elevating  table 
appears  in  two  versions,  both  having  a  canted  top  with  drawers 
which  could  be  raised  by  turning  a  handle  at  the  side.  One 
version  is  a  knee-hole  desk,  the  other  a  table  (its  legs  could  be 
either  straight  or  tapered)  which,  unlike  the  desk,  discloses  an 
inner  section  of  drawers  when  the  top  rises.  Mechanically 
operated  desk  and  table  tops  were  not  new,  for  they  were 
familiar  in  'shipmaster's'  desks,  the  purpose  of  the  raised  top 
being  to  enable  the  user  to  work  standing  up.  The  boethema 
mattress  (so  called  from  the  Greek  word  for  help  or  relief) 
worked  on  the  same  principle:  the  head  was  raised  by  turning 
the  handle,  to  lift  the  invalid  into  a  sitting  position. 

The  boethema  also  appears  on  Pocock's  advertisement.  It  is 
shown  adapted  to  another  piece,  a  'patent  elevating  sofa'.  There 
are  here  five  illustrations  of  the  'sympathetic'  dining-table;  two 
show  a  closed  and  open  version  'to  dine  from  four  to  twelve 
persons';  and  two  show  another  type  with  flaps.  All  have  a  pillar 
and  claws.  The  fifth  sketch  shows  the  table  on  tapered  legs 
beneath  a  sideboard.  Though  the  text  claims  that  such  tables 
could  suit  'the  Cottage  Ornee,  the  festive  Board  of  the  Hospitable 
Mansion,  or  the  extensive  Entertainments  of  the  Nobility  and 
Men  of  Fashion',  it  does  not  explain  their  working.  For  this  we 
have  to  turn  to  the  patent  of  1805,  which  specifies  a  system  of 
ropes  (or  chains)  and  pulleys  fitted  within  the  framework, 


enabling  one  person,  without  help,  to  extend  the  table  top  easily 
by  pulling  one  or  other  of  the  handles  set  at  each  end.  It  was  no 
longer  necessary  to  pull  both  ends  at  once. 

For  heavier  tables,  metal  cogged  wheels  engaging  with  cogged 
racks  were  substituted  for  the  ropes  and  pulleys  to  give  greater 
leverage.  What  the  advertisement  text  does  explain  is  that 
Pocock  also  made  a  'self-acting'  table  which  differed  from  the 
'sympathetic'  table  in  that  when  the  two  leaves  of  the  top 
separated,  another  leaf  automatically  rose  to  fill  the  gap.  The 
advertisement  concludes  its  illustrations  with  two  of  'Merlin's 
reclining  and  gouty  chairs'  (one  is  shown  with  wheels)  which 
had  adjustable  backs  and  double  footstools  that  stowed  away 
beneath  the  seat.  Other  pieces  are  mentioned  in  the  text,  includ- 
ing 'patent  camp  or  barrack  sofa  beds',  which,  we  are  assured, 
'have  been  highly  approved  by  distinguished  officers  of  the  army 
and  navy';  'go-to-bed  chairs  to  assist  infirm  persons  in  going  to 
bed  and  getting  up' ;  'cradle  beds  to  change  and  remake  the  bed 
without  disturbing  the  invalid';  'vibrating  pendulum  beds  to 
swing  and  give  gentle  exercise  or  lull  to  sleep';  and  'treble 
reflecting  looking-glasses'.  It  would  indeed  be  interesting  to 
know  whether  any  of  these  pieces  have  survived.  Most  of  the 
illustrated  inventions,  so  the  text  runs,  'have  been  honoured  with 
His  Majesty's  immediate  patronage'. 

The  'reclining  patent  chair'  illustrated  in  the  Repository  uses  the 
adjustable  back  and  double  footstools  of  'Merlin's'  chairs,  but 
here  the  elaborate  ornaments  are  reminiscent  of  some  of  George 
Smith's  incongruous  decoration  in  his  Household  Furniture  (1808), 
and  indeed  would  not  have  been  out  of  place  in  the  1851  Exhibi- 
tion. They  are  a  reminder  that  novelty  for  novelty's  sake  must 
have  been  a  constant  temptation  to  makers  of  patent  furniture — 
a  temptation  which  most  of  Pocock's  illustrated  pieces  show  that 
he  avoided. 

Pocock  died  on  17th  April,  1835,  aged  almost  85,  active  until 
nearly  the  very  end.  'He  was,'  writes  his  grandson,  'of  very  quiet 
and  even  reserved  manners,  diligent  and  shrewd  in  business, 
sound  in  judgement  and  affectionate  in  disposition,  and  moder- 
ately sanguine  in  temperament,  but  not  led  away  by  his  feelings'. 
He  was,  however,  bitterly  disappointed  with  the  failure  of  the 
furniture-making  business  through  the  incompetence  of  his  son, 
John.  He  was  compensated  in  his  last  years  by  the  continued 
success  of  his  architect  son,  William  Fuller. 


NOTES 

1.  The  Banks  Collection  (British  Museum)  includes  two  trade  cards  (D2.621  and 
625)  of 'Pocock's  Patent  Library  or  Office  Table  Warehouse,  26  Southampton 
Street,  Strand,  where  also  may  be  had  the  Patent  Boethema  or  Rising  Mattress'. 

2.  I  am  greatly  indebted  to  Mrs.  Molly  Powel  for  supplying  details  of  William 
Pocock's  family  history. 

3.  Carpenters'  Company,  Freemen's  Book  (commencing  1767),  Guildhall  Library. 

4.  William  Fuller  Pocock  (1779-1849)  was  articled  to  the  architect  Charles 
Bcazley  and  entered  the  Royal  Academy  Schools  in  1801  to  study  architecture 
under  George  Dance.  He  exhibited  at  the  Academy  1 799-1 841,  published 
Rustic  Cottages  in  1807,  built  up  an  extensive  practice  which  included  clients  in 
Ireland  and  Canada,  and  was  Master  of  the  Carpenters'  Company  in  1840. 
(See  H.  M.  Colvin,  A  Biographical  Dictionary  of  English  Architects  1660-1840 
(1954),  464-5.  where  W.  F.  Pocock  is  described  as  'the  son  of  a  London  builder, 
probably  George  Pocock'.) 

j.  Patent  No.  2895,  19  Nov.,  1805,  'An  Improvement  on  Tables  for  Dining  and 
other  Uses'.  Patent  Office  Library. 

6.  Patent  Office,  Old  Series  of  Abridgements  of  Specification,  Class  39,  Furniture  and 
Upholstery,  1620-1866  (1869). 

7.  T.  Martin,  The  Circle  of  the  Mechanical  Arts  (1813). 

8.  T.  Sheraton,  Cabinet  Dictionary  (1803). 

9.  Public  Record  Office.  F.O.  185/50,  Spain  1814. 
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Alexander  Nasmyth  and  the  Style 
of  Graphic  Eloquence  mart,™ 


ALEXANDER  NASMYTH  was  a  man  of  many  parts: 
architect,  engineer,  inventor,  town  planner,  landscape  gar- 
dener, stage  designer  and  painter  of  varied  subjects.  Throughout 
these  apparently  diverse  pursuits,  a  certain  inner  consistency  of 
approach  and  style  can  be  detected.  A  similar  sense  of  stylishness 
pervades  even  such  improbably  technological  activities  as  his 
mechanical  engineering  and  his  assorted  gadgctrv.  In  all  these 
various  fields  of  endeavour,  Nasmyth  delighted  in  demonstrating 
his  ingenious  mastery  of  complex  conundrums,  acquiring  a  wide 
contemporary  reputation  for  his  cultured  skill  in  both  technical 
and  artistic  matters.  Yet  this  level  of  ambition  and  achievement 
is  little  in  evidence  before  the  late  1780's,  that  is  before  Nasmyth 
had  passed  his  thirtieth  birthday. 

Alexander,  the  second  son  of  Michael  Nasmyth,  one  of  the 
lesser  New  Town  architects,  was  born  in  Edinburgh  in  1758. 
Between  1774  and  1778  he  worked  in  Allan  Ramsay's  London 
picture  factory.  The  first  clear  signs  of  Alexander's  developing 
tastes  appeared  during  his  Italian  journey  (1782-4);  in  1783  he 
keenly  copied  James  Byres's  Claude,  Byres  reporting  that 
Nasmyth  was  'determined  to  follow  landscape  painting'.1  How- 
ever, on  his  return  to  Edinburgh,  he  set  up  as  a  bread-and-butter 
practitioner  of  individual  and  group  portraiture,  in  a  style  which 
owes  more  to  Zoffany  and  to  David  Allan  than  to  his  master, 
Ramsay. 

Under  the  auspices  of  his  friend  and  patron  Patrick  Miller  of 


Dalswinton,  the  financier  of  his  Italian  visit,  Nasmyth  began  to 
broaden  his  horizons,  assisting  Miller  with  mechanical  projects 
such  as  that  for  a  steam  paddle  boat.  He  also  supplied  Miller  and 
his  circle  of  friends  with  portraits  of  their  families  and  with  views 
of  their  country  estates.  Through  Miller,  the  artist  was  introduced 
to  Robert  Burns;  the  famous  portrait  of  the  poet  in  the  Scottish 
National  Portrait  Gallery  dates  from  1787.  James  Nasmyth,  in 
the  brief  biography  of  his  father  which  prefaces  his  own  Auto- 
biography, was  at  pains  to  stress  the  intimacy  of  his  father's 
relationship  with  Burns,  recalling  one  particularly  notable  trip  to 
Roslin  Castle:  'Burns  stood  rapt  in  speechless  admiration  of  the 
scene.  The  thought  of  the  eternal  renewal  of  youth  and  freshness 
of  nature,  contrasted  with  the  crumbling  decay  of  man's  efforts 
to  perpetuate  his  work  .  .  .  seemed  greatly  to  affect  him'.2  The 
infectious  brilliance  of  Bums's  poetic  response  to  the  natural 
world  appears  to  have  acted  as  a  powerful  stimulus  to  Nasmyth; 
after  this  influential  period  of  close  contacts  with  the  poet  he 
turned  increasingly  towards  nature.  His  pencil  sketches  of  foliage 
begin  to  flicker  with  a  nervous  Burnsian  vitality  (No.  1),  and 
many  of  his  mature  paintings  possess  a  fresh  charm  which  corres- 
ponds well  to  Burns's  evocations  of  the  leafy  braes  and  'crystal 
streamlets'  of  the  Ayrshire  countryside  (No.  2). 3 

Nasmyth  progressively  abandoned  portraiture  in  favour  of  the 
landscapist's  art ;  'Instead  of  painting  the  faces  of  those  who  were 
perhaps  without  character  or  attractiveness,  he  painted  the  fresh 


1.  Waterside  Tree,  by  Alexander  Nasmyth. 
Pencil.  National  Gallery  of  Scotland,  Edin- 
burgh (photo.  Scott). 
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2.  View  of  a  Bridge,  by  Alexander  Nasmyth.  Blairquhan,  Ayrshire  (photo.  Scott). 


and  ever-beautiful  |i.c.  Burnsian]  face  of  nature'.4  His  Foxite 
associations  may  have  alienated  a  number  of  his  potential  portrait 
patrons,  as  suggested  by  James,  but  his  change  of  genre  is  more 
directly  attributable  to  the  gradual  assertion  of  his  own  tastes, 
rather  than  to  external  factors.  Landscape  painting,  a  hitherto 
neglected  art  in  Scotland,  gained  steadily  in  popularity  between 
1790  and  1 810.  Nasmyth  himself  contributed  substantially  to  this 
development.  He  became  renowned  as  an  intelligent  and  stimu- 
lating teacher,  attracting  large  numbers  of  professional  artists  to 
his  painting  school  and  even  larger  numbers  of  amateur  dilletanti. 
In  this  school  he  was  assisted  to  some  extent  by  his  sons,  four  in 
number,  but  more  particularly  by  his  six  artist-daughters:  not 
for  nothing  was  Alexander  called  'The  Father  of  Scottish  Land- 
scape Painting'.  James's  Autobiography  contains  a  number  of 
revealing  references  to  his  father's  teaching  methods,  and  these 
provide  an  invaluable  basis  for  an  examination  of  Alexander's 
ideals. 

When  teaching  the  principles  of  composition.  Nasmyth  'would 
throw  down  at  random  a  number  of  bricks,  or  nieces  of  wood 
representing  them,  and  set  me  [James]  to  copy  t  ir  forms,  their 
proportions,  their  lights  and  shadows  respective!;..  I  have  often 


heard  him  say  that  anyone  who  could  make  a  correct  drawing 
in  regard  to  outline,  and  also  indicate  with  a  few  effective  touches 
the  variation  of  the  lights  and  shadows  of  these  model  objects, 
might  not  despair  of  making  a  good  and  correct  sketch  of  the 
exterior  of  York  Minster'.5  This  emphasis  upon  the  structural 
role  of  correct  draughtsmanship  is  entirely  consistent  with 
Alexander's  markedly  classical  tastes  and  his  overriding  admira- 
tion for  Claude.  The  artist  would  be  expected  to  extract  the 
structural  relationships  from  any  given  landscape,  in  exactly  the 
same  manner  as  had  been  required  of  James  with  the  wooden 
blocks.  With  the  exception  of  his  later  works,  Nasmyth  generally 
built  up  his  own  compositions  according  to  Claudian  principles; 
scries  of  clearly-defined,  alternating  planes  frame  centrally  rece- 
ding vistas  (Nos.  2  &  3). 

Nasmyth's  adherence  to  the  classical  doctrines  extended  beyond 
this  straightforward  emphasis  upon  the  established  principles  of 
landscape  composition.  In  1789,  when  he  came  to  construct  a 
well-head  over  a  mineral  spring  on  the  banks  of  the  Water  of 
Leith  for  Lord  Gardcnstone,  he  looked  back  to  the  antique  for 
both  the  style  and  symbolism  of  his  design.  The  resulting  struc- 
ture, St.  Bernard's.  Well  (No.  4),  modelled  closely  upon  the 
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circular  temples  of  antiquity,  was  dedicated  to  the  benevolent 
Greek  Goddess  of  Health,  Hygeia  (whose  statue  stands  in  the 
centre  of  the  colonnade).  Though  the  design  of  the  temple  itself 
was  entirely  classical  in  intention,  Nasmyth  had  planned  to  unite 
its  base  to  the  rocky,  wooded  gorge  of  the  river  by  means  of  a 
particularly  picturesque  artifice.  Stoddart,  basing  his  account 
upon  first-hand  information  from  Nasmyth  himself,  stated  that 
'the  ingenious  artist  [Nasmyth]  .  .  .  had  designed  a  base,  resem- 
bling the  adjoining  rock,  overhung  with  ivy,  and  other  wild, 
crawling  weeds,  and  having  a  cavern-like  entrance,  instead  of  the 
door,  which,  on  Lord  Gardenstone's  death,  was  substituted  by 
the  ignorance  of  the  workmen'.6  The  present  balustraded  path, 
stone  steps,  regular  door  and  rusticated  base  create  a  misleading 
impression  of  band-stand  formality;  this  largely  prevents  St. 
Bernard's  Well  from  melting  naturally  into  the  surrounding 
landscape  as  had  been  intended  by  Nasmyth. 

Nasmyth,  as  an  artist  well  versed  in  eighteenth-century  ideas, 
saw  no  basic  conflict  between  classical  details  of  this  kind  and  the 
landscapes  in  which  they  were  placed.  In  his  joint  practice  as  a 
landscape  gardener  and  painter,  he  followed  the  earlier  English 
tradition  (stemming  from  the  writings  of  Shaftesbury  and  Pope) 
of  allowing  man's  activities  to  enhance  the  inherent  order  which 
was  considered  to  be  present  in  nature  herself.  Nasmyth  con- 
sidered that,  by  his  policy  of  Claudianisation,  he  was  providing 


nature  with  a  subtle  degree  of  assistance  so  that  she 
readily  display  her  virtues.  Many  of  his  views  of  the 
scene  (particularly  from  the  period  1 800-10)  are  an 
enriched  by  suitably  Claudian  motifs  drawn  from  his  rep 
of  architectural  follies;  a  fictitious  classical  temple,  of  the 
Bernard's  Well  type,  stands  pleasantly  on  the  shore  of  Nasn 
Loch  Katrine  (Nos.  5  &  6)  as  an  apparently  natural  feature  of  the 
gently  idealised  scene.7 

So  far  we  have  considered  Nasmyth  as  an  accomplished  tradi- 
tionalist, as  a  latter-day  Richard  Wilson.  But  there  were  more 
individual  aspects  to  his  artistry.  James's  discussion  of  his  father's 
ideals  again  provides  a  good  interpretive  key.  On  two  separate 
occasions  in  his  Autobiography,  James  emphasised  his  father's  love 
of  economic  facility  in  representation,  a  quality  which  Alexander 
called  'graphic  eloquence':  'There  was  one  point  which  my  father 
diligently  impressed  upon  all  his  pupils,  and  that  was  the  felicity 
and  happiness  attendant  upon  pencil  drawing  .  .  .  his  off-hand 
sketches  communicated  his  ideas  to  others  in  a  way  that  mere 
words  could  never  have  done.  It  was  his  graphic  language'.  Later 
James  asserted  that  'this  graphic  eloquence  is  one  of  the  highest 
gifts  in  conveying  clear  and  correct  ideas  as  to  the  form  of 
objects'.8  According  to  James,  this  eloquence  relied  upon  the 
rapid  use  of  suggestive  touches  of  line  and  wash  to  achieve  an 
implied  rather  than  an  actual  definition  of  form.  Alexander,  it 


3.  West  Loch,  Tarhet,  looking  north,  by  Alexander  Nasmyth.  Signed  and  dated  1802.  Stonefield  House  (photo.  Scott). 
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4.  St.  Bernard's  Well  (the  Temple  of  Hygeia),  by  Alexander  Nasmyth,  Edinburgh.  Erected  1789,  restored  during  the  nineteenth  century. 


seems,  consciously  delighted  in  the  perennial  artistic  game 
between  the  suggestiveness  of  the  draughtsman's  hand  and  the 
imaginative  resources  of  the  spectator's  mind;  and  he  considered 
this  an  important  factor  in  the  aesthetic  experience  of  a  painting 
or  drawing. 

We  might  legitimately  hope  to  find  clear  signs  of  this  graphic 
eloquence  in  Alexander's  own  drawing  style.  The  majority  of  the 
extant  drawings  are  slight  pencil  jottings,  aides-memoircs  of  a 
strictly  functional  nature.  These  are  certainly  handled  in  a  rapidly 
sketchy  manner,  but  there  is  little  evidence  of  a  deliberate  cultiva- 
tion of  eloquent  facility.  The  more  substantial  works,  such  as  the 
Waterside  Tree  (No.  1),  are  characterised  by  a  broken,  delicately 
flickering  touch,  which  may  be  regarded  as  a  form  of  small-scale 
eloquence,  but  it  is  difficult  to  claim  that  even  this  attractive 
drawing  fully  vindicates  James's  account. 

However,  one  drawing  from  the  same  sketchbook  possesses  a 
direct  and  undeniable  relevance  to  Alexander's  reported  ideals. 
This  is  the  brush  sketch,  in  wash  and  body  colour,  of  Branches 
and  Foliage,  signed  and  dated  1808  (No.  7).  The  former  drawing 
had  contained  a  minor  degree  of  technical  experiment — Alex- 
ander had  added  the  inscription,  'fixed  black  lead  by  means  of 
sized  paper' — but  now  the  experimentation  takes  place  on  the 
stylistic  level.  James,  who  was  responsible  for  the  present  sketch- 


book mounting  of  the  drawings,  supplied  the  following  revealing 
annotation:  'A  new  and  ingenious  mode  of  drawing  contrived 
by  my  father,  Alex.  Nasmyth — J.N.  1886'.  The  drawing  itself 
appears  to  be  neither  a  preparatory  study  for  a  painting  in  the 
normal  sense,  nor  a  direct  study  from  nature:  in  style  and 
technique,  it  fully  conforms  to  James's  description  of  it  as  a 
contrived  demonstration  piece. 

For  this  demonstration,  Nasmyth  laid  down  two  broad  washes 
of  varied  tone  and  a  third  wash  of  darker  tone  which  followed 
the  approximate  shape  of  the  foliage  growth.  Over  this  layered 
foundation,  he  successively  added  a  speckled  wash,  a  darker 
definitive  stipple,  and,  on  top  of  these,  a  series  of  light  green 
wriggles  of  opaque  pigment  which  create  the  highlighted  struc- 
tures of  the  shrubby  branch.  Finally,  he  muted  certain  areas  of 
this  bright  green  with  a  translucent  shading  wash  of  deeper  tone, 
which  is  used  to  suggest  a  wider  variety  of  modelling  and  a  con- 
sequent variation  in  the  intensity  of  the  highlights.  The  result  is 
an  attractive  combination  of  free  vitality  in  organic  form  with 
an  implied  depth  of  layered  structure;  the  effect  is  indeed  of 
considerable  eloquence.  During  his  years  as  a  teacher  in  Edin- 
burgh Nasmyth  may  have  staged  many  such  demonstrations,  but 
it  is  clear  that  his  'ingenious  mode'  was  not  simply  a  pedagogic 
device.  It  was  in  fact  an  erudite  contrivance  to  be  valued  in  itself 
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7.  Branches  and  Foliage,  by  Alexander  Nas- 
myth.  Wash  and  body  colour.  National  Gal- 
lery of  Scotland  (photo.  Scott). 


as  an  elegant  solution  of  an  age-old  representational  problem,  in 
much  the  same  way  as  his  ingenious  mechanical  contrivances 
were  to  be  admired  as  neat  answers  to  physical  conundrums. 

The  eloquent  1808  brush  drawing  dates  from  that  very  period 
when  Nasmyth  was  beginning  to  abandon  the  enamelled  finish 
and  schematised  foliage  of  his  early  landscapes.  Before  this  time, 
Nasmyth  had  relied  upon  a  relatively  systematicised  method  to 
create  a  graded  effect  of  layered  glazes  and  delicately  impasted 
stippling.  Even  at  this  routine  stage,  Nasmyth's  handling  often 
displays  a  delightful  sensitivity  of  touch  in  his  treatment  of  light 
upon  foliage.  He  exploits  a  subtle  range  of  tints,  from  a  translu- 
cently  hazy  blue-green  to  a  more  sharply  opaque  sap-green.  In 
the  later  works,  however,  the  painterly  equivalent  of  his  graphic 
eloquence  becomes  more  fully  apparent.  The  lightly  freckled 
stippling  of  green  foliage  is  less  regularly  disposed,  the  implied 
surface  textures — from  the  gently  abrasive  impasto  of  the  rock 
surfaces  to  the  mirror  smoothness  of  the  w  ater  are  more  effec- 
tively contrasted  within  the  painting,  and  the  highlights  sparkle 
in  a  more  varied,  vital  manner.  In  the  Rocky  Wooded  Landscape 
of  1817  (No.  8),  this  freshness  is  used  to  convey  exactly  that  sense 
of  the  impermanence  of  man's  creations,  in  the  face  of  the 


perennial  vitality  of  nature,  which  Burns  had  found  so  moving 
at  Roslin  Castle;  nature  has  taken  over  the  once-grand  mansion, 
transforming  its  artificial  lines  into  a  series  of  rocky  pinnacles  and 
cave-like  apertures. 

During  the  second  and  third  decades  of  the  century,  as  he 
developed  an  increased  eloquence  in  the  oil  medium,  he  also 
relaxed  the  strictly  Claudian  formalism  of  his  earlier  composi- 
tional manner.  At  this  time,  he  fell  increasingly  under  the 
influence  of  the  Dutch  landscape  artists  of  the  seventeenth  cen- 
tury. But  it  is  significant  that  his  resulting  style  should  display  far 
closer  affinities  to  the  mildly  classicising  draughtsmen,  such  as 
Jan  Both,  than  to  Ruisdael  and  Hobbema,  the  more  natural 
painters.  The  underlying  structures  of  these  later  compositions 
are  no  less  firm,  but  the  alternating  planes  recede  towards  less 
obviously  centralised  vistas  and  his  classicism  is  less  obtrusive. 
These  works  possess  more  of  the  'careless  grace  of  nature'  and 
less  of  the  Claudian  artifice  of  his  earlier  style.  But  even  in  the 
more  apparently  casual  compositions,  it  is  still  possible  to  discern 
Nasmyth's  fundamental  adherence  to  certain  basic  principles  of 
order.  The  picturesque  unruliness  of  nature,  for  example,  should 
always  be  kept  within  the  grounds  of  well-mannered  propriety, 
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never  straying  into  the  wilder  emotional  realms  of  the  sublime. 
Nasmyth  never  entirely  casts  off  the  gently  classical  sense  of 
decorum  which  had  pervaded  the  artistic  atmosphere  of  late 
eighteenth-century  Edinburgh. 

Nasmyth's  early  Claudianism  and  his  eloquence  set  the  emo- 
tional tone  of  his  paintings.  At  no  time  did  he  attempt  to  achieve 
grandly  emotive  effects.  He  was  not,  even  in  his  later  works,  a 
romantic  artist  in  the  true  sense;  rather,  he  was  a  subtle  purveyor 
of  his  own  sentimental  form  of  the  picturesque,  tinged  with  an 
underlying  classicisism.  He  demonstrated  that  the  scenery  of  his 
native  Scotland  was  worthy  of  the  artist's  attention  by  showing 
it  in  a  predominantly  Claudian  or  idyllic  light,  rather  than  by 
emphasising  its  more  dramatically  Scottish  characteristics.  The 
mountains  of  Scotland,  admired  by  many  of  his  English  con- 
temporaries for  their  sublimity,  were  seen  by  Nasmyth  as 
integral  parts  of  the  gentle  beauty  of  nature.  To  judge  from  con- 
temporary descriptions  by  Roberts  and  Leitch,  his  stage  sets  did 
not  exploit  the  elaborate  emotionalism  of  his  London  contem- 
poraries, such  as  Philipp  de  Louthcrbourg.  It  seems  that  there  was 
exactly  the  same  contrast  in  mood  between  a  stage  set  by 
Nasmyth  and  one  by  de  Loutherbourg  as  between  Nasmyth's 
full-length  portrait  of  Burns  (No.  9)  and  Sir  Thomas  Lawrence's 
Kemble  as  Coriolanus;  Nasmyth  retained  his  allegiance  to  the 
delicate  realms  of  refined  poetry,  while  Lawrence  and  de  Louther- 
bourg attempted  to  invoke  far  stronger  passions  in  a  more  openly 
theatrical  fashion. 

Nasmyth's  Burns  is  one  of  the  most  revealing  of  all  his  paint- 


ings. Probably  executed  as  late  as  1828,  some  thirty-two  . 
after  the  poet's  death,  Nasmyth  has  nostalgically  recalled  Bi  1 
in  an  ideal  situation.  Burns  is  shown  in  easy  harmom  with 
nature;  the  darkening  tones  of  the  grey-blue  rain  clouds  c 
tribute  to  the  attractively  Giorgionesque  mood  of  subtle  / 
rather  than  carrying  any  real  suggestion  of  elemental  menace 
The  effect  is  romantic  in  a  general  sense,  but  Nasmyth's  unasser- 
tive gentility  is  far  from  the  full-blooded  romanticism  of  his  latei 
friend  Sir  Walter  Scott. 

It  was  one  of  Nasmyth's  pupils,  the  Rev.  John  Thompson  of 
Duddingston,  who  was  to  follow  Scott's  strongly  passionate- 
response  to  the  individuality  of  their  native  land.  Though 
Nasmyth  was  at  pains  to  advocate  that  the  painter  should  acquire 
the  'style  of  nature',  he  was  prepared  to  accept  the  authority  of 
Claude  or  of  the  classicising  Dutch  artists  as  to  the  way  in  which 
the  inherent  beauties  of  nature  might  be  most  fully  realised.  His 
son  Patrick  was  a  more  uncompromisingly  natural  painter  of  the 
rural  scene;  Patrick  delighted  in  the  more  exaggeratedly  organic 
irregularities  of  natural  form,  'cottages  in  the  most  paintable  state 
of  decay,  with  tangled  hedges  and  neglected  fences,  overrun  with 
vegetation  clinging  to  them  with  all  "the  careless  grace  of 
nature"'.1"  Yet  Patrick's  rustically  rustic  rusticity,  based  so  closely 
upon  Hobbema,  is  somehow  more  artificially  mannered  in 
feeling  than  Alexander's  tactfully  idealised  visions  of  landscape 
beauty. 

Throughout  his  career,  Nasmyth  belongs  essentially  to  the  late 
eighteenth  century,  to  the  James  Byres  generation  of  Roman 


8.  Rocky  Wooded  Landscape,  by  Alexander  Nasmyth.  Signed  and  dated  1817.  Glasgow  Art  Gallery  and  Museum  (photo.  G.A.G.  &  M.). 
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9.  Robert  Burns,  by  Alexander  Nasmyth.  c.  1828. 
Scottish  National  Portrait  Gallery,  Edinburgh. 


Scots,  and  to  the  classical  New  Town  of  Edinburgh.  Wilkic, 
writing  in  1840  after  Nasmyth's  death,  summed  up  his  historical 
position  with  considerable  accuracy  (though  exaggerating  the  Sir 
Walter  Scottishness  of  his  style):  'He  was  the  founder  of  the 
Landscape  Painting  School  of  Scotland,  and  by  his  taste  and  talent 
has  for  many  years  taken  a  lead  in  the  patriotic  aim  of  enriching 
his  native  land  with  representations  of  her  romantic  scenery;  and, 
as  a  friend  and  contemporary  of  Ramsay,  of  Gavin  Hamilton, 
and  the  Runcimans,  may  be  said  to  have  been  the  last  remaining 
link  that  united  the  present  with  the  early  dawn  of  the  Scottish 
School  of  Art'.11  For  Wilkie,  the  aged  Nasmyth  was  the  last 
representative  of  the  pioneering  generation  of  Scottish  artists, 
that  eighteenth-century  generation  which  had  destroyed  the 
provincial  narrowness  of  Scottish  painting,  whilst  affirming  its 
individuality  in  the  British  context. 

NOTES 

1.  15.  Skinner:  'Nasmyth  Revalued',  The  Scottish  Art  Review,  X.3.  See  also  for  a 
broader  discussion  of  Nasmyth's  activities  than  attempted  here. 


2.  J.  Nasmyth:  Autobiography,  ed.  S.  Smiles,  London,  1883,  p. 34.  James's  account 
of  his  father's  career  contains  a  number  of  factual  errors,  but  on  general  matters 
of  principle  he  is  more  reliable. 

3.  Sec  particularly  a  poem  such  as  The  Birks  of  Aberfeldy,  which  is  full  of  delightful 
landscape  images. 

4.  J.  Nasmyth:  op.  cit.,  p. 40. 
j.  Ibid,  p.99- 

6.  Stoddart:  Remarks  on  Local  Scenery  .  .  .  in  Scotland,  2  vols.,  1801, 1,  p.98. 

7.  In  addition  to  this  taste  for  classical  architecture,  Nasmyth  was  also  sensitive 
to  the  picturesque  beauties  of  Gothic  architecture — he  assisted  in  the  illustrations 
for  Sir  James  Hall's  On  the  Origin  of  Gothic  Architecture — and  he  is  of  some  interest 
as  one  of  the  earlier  artists  to  take  a  serious  interest  in  industrial  landscapes — iron 
bridges,  factories,  etc. 

8.  Op.  cit.,  pp. 56-7  and  99  respectively. 

9.  See  A.  McGeorge.  Wm.  Leighton  Leitch,  Glasgow,  1884,  and  J.  Ballantyne: 
Life  of  David  Roberts,  Edinburgh,  1866.  For  extant  drawings  connected  with 
Nasmyth's  stage  designs,  see  J.  F.  Arnott:  'Two  drawings  by  Alexander  Nasmyth', 
in  Theatre  Notebook;  XIII,  I. 

10.  J.  Nasmyth:  op.  cit.,  p. 60. 

1 1 .  Ibid.,  p. 232. 
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The  treasure  of  the  conventual 
church  of  St.  John  at  Malta. 
Part  1 


CHARLES  OMAN 


TNVENTORIES  of  lost  treasuries  are  always  interesting  but 
JL their  fascination  is  measurably  increased  when  they  are  also 
illustrated.  At  the  top  of  the  list  comes  the  manuscript  at 
Aschaffcnburg,  with  illustrations  of  350  pieces  belonging  to  the 
church  at  Halle,  executed  in  1520  for  Archbishop  Albert  of 
Brandenburg.  The  inventory  (No.  1)  to  be  described  here  and 
in  two  succeeding  articles  cannot  be  described  as  a  discovery 
since  its  existence  has  been  known  to  those  interested  in  such 
matters  in  Malta.  But  the  only  illustrations  which  have  been 
reproduced  have  been  taken  from  a  copy1  made  in  about  1880 
in  the  Royal  Malta  Library  in  Valletta  and  not  from  the  original 
manuscript  which  belongs  to  the  co-cathedral  at  Mdina.  I  was 
first  enabled  to  see  it  when  I  was  being  shown  round  the  co- 
cathedral  in  1964  by  Mgr.  Edward  Colciro  and  Mr.  Victor 
Denaro  and  at  once  recognised  its  great  interest.  Time  did  not 
then  allow  me  to  study  it  in  detail,  but  before  I  returned  to  Malta 

I.  Title  page  of  an  inventory  completed  in  1756  covering  the  conventual 
church  of  St.  John  at  Valletta  and  St.  Anthony  Abbot  at  Vittoriosa. 


INVENTARIO 

DELLO  STATO  DEGL  0R1 ,  ARGETl  ,GIOJ  E  ,rr  ALTRO 
DELLA  MAGGIOR  ChIESA  GONYENTl  ALE  01  S.GlOV: 
CaPPELLA  DELLA  BMAYERCINE  DlFlLERMO, 

Bvrochia  in  S.Antonio  Abbate, 

E  D  AUTRE  CAPPELLE,E1)0RAT0R11  D1PENDENTI 

A 

dalla  Sac.  Relioione 

 failo  in  prefenza  

de  Procur.  del  Com  .  Tesoro: 
IlVen.G.Ballio  Fr.  Sebastiano  Barone  in  Remching, 
IlVen.B.dAcri  Fr.Raimonix)  deSousa  in  Si lva.il Com. 
Fr.Gio: Battista  de  IX  rand  Sartoi  5  Luog.delVen.G.Com 
IlCoivl Ku.  Alessandro  Bar'de Stain  Gons.Conv.,etil 
Com.Fr.  SilvioVincentini  Seg?delCom.Tesoro;e  delu 

ProDOMI  DELLA CH1ES  \  \ V.N  MoNS.  PrIORePr.D.BARTO- 

lomeoRull,Ven.ballioFr.d.LX'zioCrescimanno,  e'l 
Cav.  Fr.Benedetto  D  vi  l  \n  . 
icrminato  inOu.  1756. 


in  1967  my  two  friends  had  arranged  for  a  complete  microhlm 
to  be  made  by  the  Royal  Malta  Library.  I  was  on  this  occasion 
able  to  study  the  original  in  detail  in  the  office  of  Mr.  Joseph 
Galea  to  whose  help  I  am  deeply  indebted. 

The  volume  consists  of  574  numbered  pages  (14 J  X  I9j  inches) 
and  was  completed  in  October,  1756,  during  the  rule  of  Grand 
Master  Manuel  Pinto  (1741-73).  It  covers  not  only  the  treasures 
of  the  conventual  church  of  St.  John  in  Valletta  but  also  those 
of  the  church  of  St.  Anthony  Abbot  in  Vittoriosa  and  the  various 
chapels  belonging  to  the  Order  scattered  over  Malta  and  Gozo. 
It  does  not  cover  the  old  cathedral  at  Mdina  nor  the  parish 
churches  and  convents  in  the  two  islands. 

It  is  written  in  quite  a  good  hand  in  slightly  antiquated  Italian 
and  begins  by  quoting  the  regulations  imposing  upon  the 
sacristan  the  responsibility  for  preserving  everything  intact. 
Repairs  are  to  be  executed  in  the  workshop  and  pieces  are  not  to 

2.  Gold  reliquary  of  the  hand  of  St.  John  Baptist  (N.W.  Europe,  latter 
part  of  twelfth  century?)  and,  above,  diamond  knight's  cross  used  as  the 
finial  for  the  outer  reliquary  (eighteen  century). 
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be  sent  out.  When  a  piece  has  to  be  re-made,  or  a  new  one 
executed,  the  sacristan  is  to  weigh  up  the  silver,  noting  its 
standard  (owing  to  the  international  character  of  the  Order  four 
standards  were  represented).  Next  follows  the  inventory  which 
is  arranged  as  follows:  the  left  hand  page  is  ruled  in  four  columns, 
the  first  giving  a  description,  the  others  the  value  of  the  gold, 
silver  and  precious  stones.  The  opposite  page  is  also  ruled  in  four 
columns,  the  first  telling  the  fate  of  the  object  (e.g.  transfer  else- 
where or  sent  to  the  mint),  the  others  the  value  at  the  time  of 
disposal. 

Before  starting  to  review  the  contents  of  the  treasury  attention 
must  be  drawn  to  some  of  the  peculiarities  of  the  Order.  The 
aims  and  ideals  of  the  Knights  of  the  Hospital  of  St.  John  in 
Jerusalem  may  be  taken  for  granted  but  some  special  features 
should  be  noted.  All  monastic  orders  were  professedly  inter- 
national but  in  fact  foreign  monks  were  rare  in  any  abbey.  The 
Knights,  however,  were  organised  into  seven  'tongues'— 
Auvergnc,  France,  Provence,  Aragon,  England,  Germany  and 
Italy.  In  1461  a  tongue  of  Castile  and  Portugal  was  hived  oft  the 
Spanish  one.  The  unbalance  in  favour  of  France  was  restored 
when  the  English  tongue  lapsed  at  the  Reformation.2  The 
treasury  possessed  an  unusually  international  character  since  it 
included  pieces  contributed  by  priors  and  commanders  of  estab- 
lishments scattered  all  over  Europe.  More  important  as  donors, 
were  the  grand  masters  and  the  officials  at  headquarters.  The 
knights  appear  to  have  contributed  hardly  anything  during  life 
but  their  estates  escheated  to  the  Order  at  death  and  there  are 
numerous  references  to  pieces  obtained  in  this  way — often  pieces, 
for  example,  like  ewers  and  basins  which  were  appropriate  both 
for  domestic  and  church  use. 

Latterly  much  plate  was  acquired  with  the  general  funds  of  the 
Order.  This  reflected  the  decline  in  its  belligerent  activities.  In 
earlier  days,  in  spite  of  its  immense  resources,  the  Order  was 
often  short  of  money  since  wars  had  always  been  expensive.  The 
plate  of  an  ordinary  abbey  was  made  up  largely  by  gilts  from 
the  laity  but  the  inventory  makes  few  references  to  these.  The 
rulers  of  Europe  often  made  contributions  of  men  and  munitions 


3.  Gold  reliquary  of  the  finger  of  St.  Mary 
Magdalene;  the  container  of  the  latter  part  of 
the  twelfth  century,  the  pedestal  Padua  or 
Venice  early  sixteenth  century. 


4.  Reliquary  of  the  True  Cross.  Silver-<;ilt, 
Paris,  c.  1240,  the  base  Spanish  (Toledo  < 
Cuenca?)    c.    1560.    St.   John's    Co-Cathvdrai , 
Valletta. 

5.  Rear  view  of  No.  4. 
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6.  Reliquary  of  the  arm  of  St.  Catherine.  Silver  and  parcel-gilt  (Venetian  ?), 
1323-46,  with  jewels  of  various  dates. 

in  times  of  emergency  but  had  plenty  of  churches  within  their 
own  domains  with  prior  claims  for  gifts  of  plate.  The  only 
important  lay  gift  was  .1  gold  lamp  given  111  1604  by  Pedro 
d'Acunha  who  led  the  Spanish  forces  against  the  Dutch  in  the 
Phillipines.  It  is  not  surprising  that  the  Maltese  contributed 
nothing,  since  St.  John's  was  erected  in  a  'new  town'  and  the 
churches  and  convents  of  Valletta  were  being  built  at  the  same 
time.  At  a  later  stage  fresh  churches  were  needed  for  the  outlying 
townships.  Abbeys  usually  attracted  gifts  from  ecclesiastics  hut 
St.  John's  received  little  from  this  source.  A  silver  altar  frontal  for 
the  chapel  of  St.  Catherine  was  given  in  1716  by  Mgr.  Caspar 
Gori,  Bishop  of  Malta  (1722  -7),  but  other  clerical  benefactors 
were  usually  members  of  the  Order. 

One  of  my  first  surprises  when  analysing  the  inventory  was 
the  number  of  pieces  which  dated  before  the  arrival  of  the 


7.  Reliquary  of  St.  Peter.  Silver-gilt  set  with  translucent  enamels,  Tuscan, 
middle  of  the  fourteenth  century.  Si.  John's  Co-Cathedral ,  Valletta. 


Knights  in  Malta.  None  is  likely  to  have  come  from  the  hospital 
in  Jerusalem  which  was  lost  in  1244.  But  although  Acre  w  as 
stormed  in  1201  it  is  clear  that  some  of  the  treasures  were 
evacuated  to  Cyprus.  The  king  of  Cyprus  made  Limasol  available 
.is  a  temporary  base  but  a  fresh  start  was  made  with  the  capture 
of  Rhodes  in  1309-10.  The  Knights  held  the  island  until  1522 
when  they  surrendered  to  Souliman  the  Magnificent  after  a 
desperate  siege  lasting  six  months.  A  week  after  the  surrender  the 
survivors  sailed  to  Italy  taking  their  treasures  with  them.  The 
Grand  Master  Philippe  Villiers  de  1'Isle  Adam  established  a 
temporary  base  at  Viterbo  whilst  seeking  a  fresh  centre  from 
which  to  carry  on  the  struggle.  It  was  not  until  1530  that  he 
accepted  from  the  Emperor  Charles  V  the  islands  of  Malta  and 
Gozo  which  had  formed  unvalued  appendages  of  the  kingdom 
of  Sicily. 
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The  manuscript  can  now  be  examined  more  closely.  The 
twenty-one  watcrcolour  drawings  illustrate  what  were  consid- 
ered to  be  the  most  valuable  pieces.  These  were  those  set  with 
precious  stones  which  are  listed  individually.  The  fact  that  a 
piece  was  made  of  gold  did  not  qualify  it  for  illustration.  Some 
fourteen  gold  pieces  remain  unillustrated,  though  some  were 
doubtless  of  great  artistic  imporcance.  None  of  the  pieces  which 
survive  arc  set  with  gems  so  that  we  are  able  to  identify  them 
only  from  the  descriptions.  The  inventory  is  divided  into  four 
parts:  i.  The  reliquaries;  2.  Plate  used  at  services;  3.  Plate 
normally  kept  in  the  church  and  its  chapels;  4.  Plate  belonging 
to  the  subsidiary  churches  and  chapels.3 

The  Reliquaries 

The  relics  are  listed  according  to  the  calendar  of  saints  and  are 
followed  by  a  few  reliquaries  of  a  miscellaneous  character. 
Nearly  all  the  saints  mentioned  are  ones  connected  with  the 
eastern  Mediterranean.  With  the  exception  of  a  few  relics 
received  after  the  arrival  of  the  Knights  in  Malta,  western  saints 
are  hardly  represented.  I  have,  however,  attempted  a  chrono- 
logical arrangement.  The  earliest  was  the  reliquary  of  the  right 
hand  of  St.  John  Baptist  which  was  exposed  on  24th  June  and 
which  was  enclosed  in  two  larger  reliquaries  which  will  be 
described  later.  Two  detailed  views  are  given  of  the  irregularly 
shaped  gold  vase  having  an  aperture  at  the  front  (No.  2).  It  was 
set  with  a  ruby,  six  sapphires  and  over  a  hundred  pearls.  The 
significant  part,  however,  is  the  band  round  the  wrist  which  is 
decorated  with  a  ring  of  flowing  scroll  filigree  above  another 
chased  with  palmcttes.  Both  of  these  are  characteristic  North- 
West  European  work  of  about  latter  part  of  the  twelfth  century. 
This  is  surprising  in  view  of  the  history  of  the  relic  which  had 
been  sent  as  a  gift  by  Sultan  Bajazct  II  to  Grand  Master  Pierre 
d'Aubusson  in  1484.  The  Grand  Master  sent  a  deputation  to 
Istambul  to  investigate  the  relic's  history  and  it  was  reported  that 
it  had  come  from  the  church  of  St.  John  of  Petra.4  It  is  possible 
that  the  reliquary  may  have  survived  from  the  Latin  occupation 
of  Constantinople  although  even  1204  would  appear  late  for  it. 

The  finger  of  St.  Mary  Magdalene  was  shown  on  22nd  July 
and  was  contained  in  a  cylindrical  lantern  with  crystal  panels 
framed  by  bands  decorated  with  filigree  scrollwork  set  with 
gems,  the  top  was  chased  in  imitation  of  shingling  (No.  3).  This 
appears  also  to  belong  to  latter  part  of  the  twelfth  century  and 
may  well  have  been  the  work  of  a  Frankish  craftsman  in 
the  Kingdom  of  Jerusalem.  The  little  cross  on  the  top  has  the 
appearance  of  fourteenth-century  work  whilst  the  stem  and  foot 
were  contributed  by  Grand  Master  Fabrizio  Carretto  (15 13-21) 
in  a  style  suggestive  of  Padua  or  Venice. 

Four  crosses  containing  relics  of  the  True  Cross  were  exposed 
on  3rd  May  [The  Discovery  of  the  Holy  Cross).  The  example  which 
has  survived  (Nos.  4  &  5)  was  listed  as  'a  patriarchal  cross  of 
silver-gilt  with  its  foot  and  Our  Lady  of  Pity  also  of  silver-gilt 
with  divers  pieces  of  the  wood  of  the  True  Cross'.  It  docs  not 
resemble  very  closely  any  of  the  thirteenth-century  True  Cross 
reliquaries  surviving  in  North-East  France  and  Belgium  and  it 
would  seem  safe  to  ascribe  it  to  Paris  c.  1240.  The  foot  is  unlikely 
to  have  been  contemporary  since  the  cult  of  Our  Lady  of  Pity 
only  became  popular  at  a  later  date.  The  present  foot  shows  a 
figure  of  the  dead  Christ  within  a  sepulchre  surrounded  with 
balusters  supporting  a  flat  roof  on  which  stands  a  vase  finely 


8.  Outer  reliquary  of  the  hand  of  St.  John  Baptist.  Gold,  Venetian,  c.  1490. 
Note  the  eighteenth-century  diamond  cross  used  as  a  finial  and  already 

seen  in  No.  2. 
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9.  Reliquary  of  the  True  Cross.  Gold,  set  with  gems.  Italian,  fifteenth  10.  Rear  view  of  No.  9. 
century. 


decorated  with  floral  swags.  It  appears  to  be  Toledo  or  Cuenca 
work  of  about  1560  but  its  original  purpose  is  unknown.  It  was 
converted  in  1733  into  part  of  a  reliquary  for  display  on  St. 
Matthew's  Day  (21st  September). 

The  earliest  piece  dating  from  the  occupation  of  Rhodes  was 
the  reliquary  of  the  arm  of  St.  Catherine  (No.  6)  which  was 
shown  on  25th  November  and  was  made  for  Grand  Master 
Helion  de  Villeneuve  (1323-46).  Basically  it  does  not  seem  to 
have  been  of  very  high  quality  and  is  reminiscent  of  the  arm 
reliquaries  still  common  in  the  treasuries  of  Dalmatia.  But  the 
applied  ornaments  arc  of  great  interest.  The  enamelled  plaques 
bearing  the  arms  of  the  Grand  Master  look  as  if  they  had  been 
originally  personal  jewels,  the  roundel  embossed  with  the  Visita- 
tion is  less  easy  to  place,  but  the  half-figure  of  a  saint  looks 
Byzantine  work  of  the  twelfth  century.  Many  pilgrims  touched 
at  Rhodes  on  their  way  to  the  Holy  Land  but  most  appear  to 
have  relaxed  during  their  few  hours  ashore.  Roberto  da  San 
Severino,  who  made  the  trip  in  June,  1459,  particularly  mentions 
the  relics  of  St.  Catherine  and  of  St.  Anthony  Abbot.  "  The  latter 
had  been  mounted  up  by  Grand  Master  Jean  dc  Lastic  (1437-54) 
but  we  have  no  details  of  it  nor  of  the  reliquary  of  the  foot  of 
St.  Lazarus  given  by  Sicard  dc  Romages,  Prior  of  Toulouse,  in 
about  1360. 

On  29th  June  was  displayed  'a  reliquary  of  silvcr-gilt  made  in 
the  fashion  of  a  tower  with  a  relic  of  St.  Peter  the  Apostle  inside 
a  case  of  crystal'.  This  (No.  7)  is  a  sophisticated  example  of  Tuscan 
(probably  Sienese)  work  of  the  middle  of  the  fourteenth  century. 
The  foot  is  set  with  translucent  enamel  plaques  showing  a 


crucifix  between  half-figures  of  the  Virgin  and  St.  John,  SS. 
Peter  and  Paul  and  a  female  saint. 

It  is  curious  to  reflect  that  the  compiler  of  the  inventory  would 
not  have  bothered  to  illustrate  the  superb  reliquary  of  gold  for 
the  hand  of  St.  John  Baptist  (No.  8)  if  it  had  not  been  disfigured 
in  the  eighteenth  century  by  the  addition  of  a  diamond  cross 
pendant  valued  at  3,000  scudi.  It  was  obviously  the  work  of  a 
first  class  Venetian  goldsmith  executed  soon  after  the  acquisition 
of  the  relic  in  1484.  It  is  not  possible  to  date  so  closely  another 
reliquary  of  the  True  Cross  (Nos.  9  &  10)  so  richly  studded  with 
gems  that  whoever  drew  up  the  inventory  devoted  two  illustra- 
tions to  it.  He  valued  the  miscellaneous  collection  of  precious 
and  semi-precious  stones  at  2,205  scudi  and  added  100  for  the 
pearls.  This  piece  too  was  probably  Venetian. 

During  the  interval  between  the  failure  of  Mohamet  II  to 
capture  Rhodes  in  1480  and  the  final  surrender  in  1522,  the 
Knights  did  not  spend  all  their  money  on  defence.  On  nth  May 
was  exhibited  'a  reliquary  of  silvcr-gilt  with  a  Holy  Thorn  of  the 
Crown  of  the  Saviour  renewed  by  the  Ven.  Bailly  of  Caspe  de 
Claramont  with  two  towers  and  a  campanile  supported  by  two 
angels'.  Vidal  de  Claramunt  was  baillifr  about  1500  and  since 
'renewed'  was  probably  intended  to  mean  remade,  we  cm 
imagine  a  very  attractive  piece  of  Aragonese  goldsmith's  work. 
Another  gothic  masterpiece  arrived  at  about  the  same  time  .is  a 
gift  from  Grand  Master  Pierre  d'Aubusson  (1476  1503).  It 
described  as  'a  reliquary  of  silver  in  the  form  of  a  box  supported 
by  four  angels,  with  three  little  statues  on  top  with  the  arms  of 
the  Most  Eminent  Grand  Master  d'Aubusson  containing  divert 
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ii.  Reliquary  of  part  of  the  skull  of  St.  John  Baptist.  Gold  set  with  gems 
and  decorated  with  enamel  in  filigree  settings  (Russian?),  c.  1500. 


relics  of  St.  Andrew  Apostle  and  of  other  saints,  from  which  are 
lacking  the  wings  of  the  angels  and  one  coat-of-arms'. 

The  next  grand  master  was  Emery  d'Amboisc  (1503-13)  who 
added  no  less  than  five  reliquaries:  a  gold  cross  with  relics  of  the 
True  Cross  and  a  Holy  Thorn  (exposed  every  Friday),  a  silver 
arm  of  St.  Sebastian,  a  silver-gilt  one  of  St.  Anne  and  a  reliquary 
of  St.  Pantaleon.  The  descriptions  are  colourless  but  it  is  unlikely 
that  the  brother  of  the  art-loving  Cardinal  Georges  d'Amboise 
would  have  given  anything  but  the  best.  The  fifth  of  his  gifts  is 
accompanied  by  one  of  the  most  puzzling  of  the  items  illustrated 
(No.  11).  It  is  described  as  'a  plate  of  gold  with  a  little  piece  of 
the  skull  of  St.  John  Baptist,  the  patron,  with  the  arms  of  the 
Most  Eminent  d'Amboise,  with  a  black  head  in  the  bottom, 
adorned  with  divers  precious  stones'.  The  precious  stones  and 
pearls  are  easily  identifiable  and  are  quite  distinct  from  the 
decoration  of  quatrcfoil  and  cinquefoil  flowers  which  arc  col- 
oured red,  blue,  olive  and  grey.  Though  the  Byzantines  were 
adept  at  cloisonne  enamelling,  they  are  not  known  to  have  used 
the  technique  of  filigree  designs  filled  in  with  enamel  which 
became  so  popular  in  Hungary  and  Russia.  I  am  informed  by 
Madam  Postnikova-Loseva  of  the  State  Historical  Museum, 
Moscow,  that  in  the  fourteenth-fifteenth  centuries  the  Moscow 
goldsmiths  were  already  experimenting  with  the  technique  but 
were  using  coloured  pastes.  There  would  be  no  difficulty  in 


claiming  the  blackened  head  as  Russian  but  it  is  a  pity  that  the 
inscription  on  the  scroll  is  only  simulated. 

The  gold  pedestal  provided  for  the  reliquary  of  St.  Mary 
Magdalene  has  already  been  mentioned,  but  unfortunately  the 
other  two  reliquaries  given  by  Grand  Master  Fabrizio  Carreto 
(1513-21)  are  neither  illustrated  nor  carefully  described.  They 
held  relics  of  St.  John  Chrysostom  and  St.  John  the  Almoner. 
Philippe  Villiers  dc  l'lsle  Adam,  during  whose  grand  mastership 
(1521-34)  Rhodes  was  lost  and  Malta  acquired,  did  not  include 
reliquaries  amongst  his  additions  to  the  plate  of  the  Order. 

When  the  Knights  left  Rhodes  they  were  accompanied  by 
some  Uniate  Greek  goldsmiths  who  followed  them  to  Malta.  I 
have  come  to  the  conclusion  that  they  had  probably  been 
employed  in  looking  after  the  finances  of  the  Order,  since  traces 
of  Byzantinism  amongst  the  treasures  are  scanty.  Towards  the 
end  of  the  list  of  relics  are  'two  crosses  in  the  Greek  style  plated 
with  silver'  and  'a  box  made  like  a  book  with  some  silver  plating 
within  which  are  relics  and  figures  in  the  Greek  style'.  This  last 
may  be  the  diptych  now  in  the  treasury  at  Mdina,  containing  a 
group  of  Byzantine  steatite  figures  of  saints  and  a  Crucifixion 
and  of  latish  date. 

The  making  of  reliquaries  did  not  entirely  cease  during  the 
difficult  years  when  the  Knights  were  settling  into  Malta.  Grand 
Master  Jean  de  Vallette  (1557-65)  found  money  for  a  reliquary 
of  St.  George  and  Grand  Master  Hugues  Verdala  (1582-95)  one 
of  St.  Ubaldesca  (an  obscure  female  member  of  the  Order).  The 
Knights,  however,  had  arrived  with  an  inexhaustible  stock  of 
relics  which  were  mounted  up  separately  as  occasion  allowed.  At 
the  time  that  the  inventory  was  compiled  there  had  recently  been 
added  for  exhibition  on  All  Saints  day,  'a  large  casket  (No.  12) 


12.  Reliquary  of  All  Saints.  Wood  mounted  with  silver  and  copper-gilt. 
Maltese,  1750.  St.  John's  Co-Cathedral,  Valletta.  Courtesy  of  the  National 
Museum,  Malta. 
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13.  Reliquary.  The  painted  head  Spanish,  c.  1490,  the  base  Italian  early 
seventeenth  century. 


covered  with  silver  with  cherubs  and  other  ornaments  of  copper- 
gilt  containing  relics  of  more  saints,  remade  in  1750'.  It  is  now 
housed  in  the  chapel  of  St.  Charles.  On  the  cover,  below  the 
emblem  of  the  Baptist,  are  the  arms  of  Grand  Master  Manuel 
Pinto  (1741-73).  The  workmanship  is  inferior. 

Two  more  reliquaries  deserve  mention.  One  (No.  13)  is 
described  as  'an  effigy  of  the  Saviour  crowned  with  thorns  and 
(on  the  other  side)  the  Madonna,  with  a  high  foot  and  a  circle 
of  stars  around  it'.6  To  this  is  added  that  it  is  inscribed  Fra  Aloisius 
Mazzingus  Prior  Sancti  Stephani.  The  donor  was  by  birth  a 
Florentine  and  served  as  Bailiff  of  San  Stefino  from  1607  until 
his  death  in  1623.  The  head  of  Christ  looks  Spanish  about  1490 
but  that  of  the  Virgin  has  been  badly  retouched.  A  reliquary  in 
the  treasury  at  Gerona  is  of  the  same  type  but  retains  its  original 
fifteenth-century  base. 

Only  one  of  the  illustrations  (No.  14)  in  the  inventory  is 
devoted  to  a  reliquary  made  after  the  arrival  of  the  Knights  in 
Malta.  Its  description  reads:  'a  reliquary  of  silver  of  the  standard 


14.  Reliquary  of  the  Holy  Cradle.  Silver,  set  with  gems,  Italian,  1710. 


of  Rome  with  a  piece  of  the  cradle  sacred  of  Our  Lord  Jesus 
Christ,  garnished  with  divers  diamonds  and  with  gold,  given  in 
1 710  by  the  Vcn.  Prior  of  Pisa,  Fr.  Tomaso  del  Bene'.  It  was 
clearly  a  very  splendid  piece  but  in  view  of  the  incompleteness 
of  our  knowledge  of  Italian  baroque  silver  it  would  be  unwise 
to  venture  further. 


NOTES 

1.  MS. 362  executed  by  the  Rev.  Luigi  Maria  Carbonaro. 

2.  In  1784  an  Anglo-Bavarian  'tongue'  was  revived  with  the  connivance  of 
George  III  in  order  to  satisfy  Bavarian  pride. 

3.  I  do  not  intend  to  deal  with  these. 

4.  Mr.  Victor  Denaro  has  listed  six  hands  of  this  saint.  Since  the  Turks  knew  lull 
well  that  a  relic  of  their  patron  would  be  especially  welcome,  they  may  simply 
have  deceived  the  investigators  about  its  provenance. 

5.  Viaggio  in  'icrra  Santa  fatto  e  descritto  per  Roberto  da  Sanseverino,  Bologna, 
1888,  p. 60. 

6.  It  was  shown  on  6th  August  {Transfiguration)  and  according  to  Sir  1 1  V;.  lun.i 
{The  Church  of  St.  John  in  Valletta,  1951,  p.  110)  it  was  carried  round  the 
German  knights  at  Epiphany. 


Precursors  of  the  thirteenth- 
century  great  hinge 


G.  J.  HOLLISTER -SHORT 


ON  the  basis  of  surviving  work  the  English  seem  to  have  been 
the  first  to  exploit  the  potentialities  of  iron  as  a  decorative 
material  in  their  architecture.  The  earliest  examples  of  decorative 
wrought  ironwork  are  to  be  found  in  England  and  the  fashion 
for  such  work,  as  well  as  the  basic  form  it  took  among  the 
English,  seems  to  have  spread  from  there  to  the  continent;  first 
of  all  to  France.  Most  probably  this  French  work  provided  a 
model  for  lands  further  removed  from  England,  for  German1, 
and  even  Polish,  work'2  seem  to  have  been  affected  by  what  had 
originally  been  English  styles  as  the  vogue  for  decorative  iron- 
work made  its  way  eastward. 


English  ironwork  of  the  eleventh  and  twelfth  centuries,  almost 
without  exception,  takes  the  form  of  crescent-shaped  hinges 
quite  often  supplemented  by  additional  symbolic  elements.  By 
the  end  of  the  twelfth  century,  however,  the  crescent  hinge  was 
degenerating  and  developing  into  more  freely  flowing  patterns. 
Alongside  it  entirely  new  forms  based  on  classical  motifs  are 
evidence  of  a  renewed  influx  of  continental  ideas  (reversing  the 
contrary  flow  of  the  first  half  of  the  century). 

It  is  not  too  much  to  say  that  where  these  new  classicising  ideas 
did  not  prevail  absolutely  in  England  it  was  their  pull  which  was 
hastening  the  degeneration  of  the  crescent  hinge.  All  this,  how- 


I.  Little  Hormead,  Hertfordshire. 


2.  St.  Albans,  Abbey  Door. 
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3.  St.  Albans.[Stamp  work  decoration  on  strap. 


ever,  belongs  to  the  period  of  transition  from  Romanesque  to 
Gothic.  Long  before  this  the  new  forms  had  had  precursors  which 
already  in  the  first  third  of  the  twelfth  century  had  strikingly 
departed  from  the  crescent  form.  The  doors  at  Little  Hormead, 
St.  Albans  and  Durham  form  a  metropolitan  group3  standing 
well  apart  from  the  norm  and  deserve  special  consideration  both 
because  of  this  and  because  aesthetically  they  are  also  exception- 
ally fine.  Durham  indeed  might  justly  be  described  as  the  out- 
standing work  of  the  twelfth  century. 

St.  Margaret's,  Little  Hormead  (No.  i),  is  a  tiny  Norman 
church  little  bigger  than  a  field  chapel.  Yet  inside  is  one  of  the 
three  doors  of  the  twelfth  century  which  demand  close  investiga- 
tion. One  finds  no  trace  here  of  the  crescent  hinge  but  instead  a 
door  with  a  double  border  of  iron  strips  fringed  on  their  inside 
edges  with  delicate  tendril-like  scrolls.  The  enclosed  space  is 
divided  into  two  square  panels  each  filled  with  geometrical 
ornament.  In  the  space  above  the  panels  is  a  delicate  lizardlike 
animal.  Both  the  geometrical  interlace  and  the  animal4  offer  an 
opportunity  for  dating  the  door,  and  both  lines  of  enquiry  will 
intersect  at  a  time  not  likely  to  be  very  much  later  than  the  end 
of  the  first  quarter  of  the  twelfth  century. 

Let  us  take  the  interlace  first  and  notice  that  it  might  almost 
have  been  compass  struck.  According  to  Boase5  interlacing  of 
this  type  is  of  Islamic  origin  and  spread  into  Christian  Europe 
from  Spain6.  It  becomes  popular  contemporaneously  in  the  two 
Norman  kingdoms  of  England  and  Sicily,  which  is  what  one 
would  expect  from  the  close  relations,  even  exchange  of  adminis- 
trators, which  went  on  between  the  two  courts.  In  England  the 
motif  became  the  most  characteristic  feature  of  the  Romanesque 
style.  It  was  most  lavishly  and  widely  used  in  the  first  quarter  of 
the  twelfth  century  but  continues  as  a  fashion,  with  increased 
elaboration,  down  to  the  thirteenth  century.  Plainly  this  could 
still  leave  Hormead  cither  at  one  end  or  the  other  of  the  period 
were  it  not  for  certain  parallels  which  can  be  made  between 
Hormead  and  other  work.  A  design  very  close  to  that  of  Hor- 
mead appears  on  a  font  of  c.  1 150  at  Toftrees,  Norfolk7.  An  oak 


chest  at  Hindringham,  Norfolk,  of  the  same  date,  is  carved  with 
interlacing  arches.  One  might  now  seem  entitled  to  think  in 
terms  of  the  first  half  of  the  twelfth  century  but  is  it  possible  to 
be  even  more  precise? 

Starkie  Gardner8  calls  the  curving  animal  a  reminiscence  of  the 
Norse  sea  dragon.  But  in  my  view  it  is  an  actual  Scandinavian 
beast  expressed  in  the  Urnes  style9.  It  is  undeniably  lacertine  and 
this  is  the  trade  mark  of  this  last  phase  of  Viking  art.  The  style 
takes  its  name  from  the  Urnes  church  in  Norway  where  wood 
carvings,  of  wonderfully  fluid  animals,  done  about  1060,  mark 
the  coming  to  maturity  of  this  mode.  The  style  begins  to  intrude 
itself  into  England  in  the  post-conquest  period  and  finds  favour 
in  the  south  as  well  as  in  the  north.  It  is  the  very  last  expression 
of  northern  barbaric  animal  ornament,  an  ornament  which  trans- 
forms both  the  English  great  beast  and  the  Scandinavian  dragon 
into  cunning  inventions  of  wiry  lines  with  leaf-like  terminals. 
However,  outside  the  secluded  area  of  its  origin  Urnes  hardly 
continues  beyond  the  end  of  the  eleventh  century  since  it  soon 
falls  victim  to  what  Kendrick  called  a  ponderous  provincial 
Romanesque10. 

In  England,  by  the  end  of  the  first  quarter  of  the  twelfth  cen- 
tury, it  has  virtually  disappeared  even  from  rustic  art  and  there 
seems  no  good  reason  for  supposing  that  the  work  at  Little 
Hormead  should  be  considered  as  being  much  later  than  this11. 
A  question  I  cannot  answer  is  how  this  humble  church  comes  to 
have  such  work  preserved  in  it.  When  first  made  it  must  have 
been  quite  sumptuous12. 

The  monastery  churches  of  St.  Albans,  Ely  and  St.  Edmund  at 
Bury  were  all  centres  of  impressive  metal  work  in  the  twelfth 
century,  but  whether  from  these  places  or  elsewhere  virtually 
nothing  now  remains.  Ely's  disaster  in  the  previous  century 
shows  well  enough  what  might  happen.  It  had  been  a  magni- 
ficent repository  of  such  treasures  in  gold  and  silver  until  1074 
when  it  was  forced  to  melt  them  all  down  into  bullion  r< >  buy 
back  the  king's  peace13.  Ironwork  was  not  likely  to  suffer  the 
same  fate  and  this  fact  doubtless  explains  why  the  wrought  ire 
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decoration  of  the  door  from  the  slype  at  St.  Albans  survives  now 
in  the  Victoria  and  Albert  Museum  (Nos.  2  &  3).  Each  of  the 
two  hinges  has  crescents,  but  comically  diminished  ones,  and  it 
would  be  worth  a  moment's  reflection  to  consider  why  the  smith 
bothered  with  them  at  all.  If  the  base  of  the  hinges  had  been  left 
without  any  embellishment  whatsoever  the  balance  of  the  com- 
position would,  I  think,  have  been  upset.  But  if  aesthetic  reasons 
compelled  the  smith  to  remedy  this  he  was  certainly  under  no 
compulsion,  especially  in  such  a  design  as  he  was  working  on,  to 
use  crescents  to  correct  the  imbalance.  Altogether  it  looks  as  if 
the  crescent  was  so  strongly  the  prescribed  form  of  hinge  work 
that  it  was  difficult  to  think  in  other  terms.  It  was  however  on 
the  central  straps  in  each  case  that  the  smith  lavished  his  not 
inconsiderable  skill  in  developing  a  series  of  symmetrical  scrolls 
each  with  three  volutes.  The  hinges  are  a  remarkable  anticipation, 
both  in  their  form  and  their  finish,  of  the  flowering  of  this  genre 
in  the  thirteenth  century,  and  being  very  well  preserved  do  not 
demand  quite  the  eye  of  faith  one  has  sometimes  to  have.  MS 
drawings  of  hinges,  with  one  certain  exception,  show  types  other 
than  the  crescent  variety14.  The  St.  Albans  door  is  evidence  that 
the  artists  were  not  unduly  indulging  themselves  in  flights  of 


4.  Durham  Cathedral,  north  door. 

fmcy,  although  their  efforts  were  perhaps  somewhat  impres- 
sionistic. But  what  about  the  date  of  these  precocious  scrolled 
straps?  The  building  history  helps  us  here  to  some  extent  because 
we  know  that  the  rebuilding  of  the  abbey  after  the  conquest 
was  well  on  the  way  to  completion  at  the  time  of  Abbot  Paul's 
death  in  1093,  even  if  the  consecration  of  the  abbey  did  not  take 
place  until  11 15. 

However,  these  dates  seem  a  little  early  for  such  work  and  it 
might  be  safer  to  think  in  terms  of  the  1130's  when  a  marked 
change  of  taste  does  become  apparent  in  England.  The  Empress 
Matilda's  return  to  England  from  Germany  after  the  death  of 
her  first  husband,  the  Emperor  Henry  V,  in  1125,  has  something 
to  do  with  this,  and  suggests  what  sorts  of  influences  her  patron- 
age brought  in.  The  scriptorium  at  St.  Albans  came  strongly 
under  the  new  German  influence  in  its  illuminated  work.  The 
Albani  Psalter,  showing  Byzantine  and  Ottoman  influences,  is  a 
prime  example.  It  was  produced  probably  between  1125  and 
1135  during  the  rule  of  Abbot  Geoffrey.  If  we  take  note  also 
that  this  period  was  the  time  when  one  of  the  St.  Albans  monks, 
Anketil15,  a  renowned  worker  in  metal,  was  working  on  the  great 
shrine  for  the  relics  of  St.  Alban,  we  see  that  the  period  was  one 
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of  great  artistic  activity.  What  better  time  could  one  think  of 
then  for  the  production  of  the  St.  Albans  ironwork  when 
emulation  most  probably  thrived?  It  is  a  time  late  enough  for  the 
first  stiff  foliage  to  be  able  to  appear  on  the  ends  of  the  straps 
(buds  that  were  going  to  open  splendidly  in  the  thirteenth 
century),  yet  early  enough  for  the  crescent  to  get  recognition 
even  in  a  design  where  it  was  completely  otiose. 

It  has  to  be  admitted  that  what  has  been  said  so  far  scarcely 
amounts  to  anything  like  conclusive  proof  that  the  door  belongs 
to  the  1 1 30s.  It  is  apparent,  for  instance,  that  the  St.  Albans 
arabesques  conform  completely  to  the  standard  pattern  of  this 
motif.  This  standard  form  emerges  as  early  as  the  fourth  century 
in  Roman  mosaic  work  and  continues  virtually  unchanged  into 
the  twelfth  century.  One  may  establish  the  complete  identity  of 
the  St.  Albans  work  with  the  norm  by  noting  the  bracts  from 
which  the  scrolls  depart,  a  sort  of  fussy  leave-taking,  the  direction 
in  which  the  scrolls  turn  and  their  number,  and  the  symmetrical 
balancing  of  one  set  by  a  second  complementary  pair;  all  exhibit 
themselves.  The  crescents  alone  reveal  the  northern  provenance 
of  the  work16. 

The  ironwork  at  Durham,  it  must  be  said  at  the  outset, 
presents  a  hard  problem.  Unlike  our  other  examples  the  difficulty 
posed  is  more  one  of  technique  than  of  style.  This  I  will  come  to 
in  due  course.  The  chapter  house  of  the  cathedral  was  completed 
under  Bishop  Rufus  (1133-40).  It  had  capitals  carved  with  full 
acanthus  leaves  with  large  sweeping  coils,  and  similar  ornaments 
still  exist  on  the  interior  face  of  the  south  west  doorway  into  the 
cloisters17.  It  is  the  work  on  the  south  west  cloister  door,  the 
masterpiece  of  twelfth-century  ironwork,  which  concerns  us 
here  (Nos.  4  &  5).  It  would  seem  that  the  smith  took  up  the 
acanthus  motif  of  the  capitals  and  adapted  it  to  the  crescent  hinge, 
or  at  least  this  is  one's  immediate  impression.  And  yet  one  feels 
that  the  nature  of  the  acanthus  leaves,  if  they  were  to  be  rendered 
in  iron,  demanded  some  such  form  and  that  had  the  crescent 
hinge  not  existed  the  translation  of  acanthus  from  stone  to  metal 
would  have  resulted  in  something  very  similar.  If  the  chapter 
house  and  cloister  were  built  at  about  the  same  time,  then  one 
would  expect  the  ironwork  to  belong  to  the  1130s.  Doubtless  it 
was  a  consideration -of  this  sort  which  led  Starkie  Gardner  to 
propose  1 135  as  a  date,  though  one  might  hesitate  to  follow  him 
in  believing  the  work  to  have  been  imported  from  France18. 

It  is  known  that  sophisticated  ironwork  was  produced  earlier 
in  Durham  itself  for  Bishop  Ranulf  Flambard  (d.  1128).  A  model 
was  ready  to  hand  in  the  very  ornament  of  the  opening  the  door 
was  to  close.  The  other  element  of  the  design,  the  geometrical 
ornament,  was  well  in  vogue  in  England  at  this  time.  The  inter- 
secting lozenges  interlace  with  cruciform  arrangements  of  scroll 
work  which  have  the  same  sort  of  foliage  design,  though  on  a 
smaller  scale,  as  the  hinges.  The  character  of  the  geometrical 
ornament  is  rich  yet  severe;  beside  it  Little  Hormead  is  positively 
light-hearted.  Yet  whether  one  compares  the  Durham  door  with 
Little  Hormead,  or  with  St.  Albans,  one  is  conscious  immediately 
of  a  great  gulf  dividing  it  from  these.  The  smith  at  Durham  was 
technically  far  in  advance  of  his  southern  colleagues;  or  at  least 
was  choosing  to  deploy  more  sophisticated  techniques  than  they 
thought  warranted  in  their  designs.  At  Little  Hormead  the 
surface  of  the  strapwork  is  left  unornamented.  At  St.  Albans  the 
grooves  on  the  straps  have  been  produced  by  striking  the  metal 
while  hot  with  a  chisel19.  The  diaper  ornament  is  quite  what  one 
would  expect  except  that  here  it  has  been  more  delicately 


6.  Staplehurst,  Kent.  Raised  diaper  resulting  from  use  of  a  triangular 
punch. 


executed  than  usual.  The  contour  lines  which  foil 
the  metal  are  certainly  something  new  and  form 
anticipation  mentioned  earlier  when  discussing  c. 
contour  lines  however  produce  no  sensation  of  1 
simply  lines. 

At  Durham  the  case  is  very  different.  The  edges  of  the 
the  straps  and  the  foliated  crosses  are  raised,  giving  the  mc 
shallow  U-shaped  section  so  that  here  the  metal  is  not  . 
flatly  to  the  wood  but  is  given  a  most  delicate  relief.  The  regu 
larity  of  this  modelling  is  such  that  one  is  forced  to  conclude  that 
it  is  stamped  work.  Immediately  a  problem  arises:  the  technique 
in  England  is  a  thirteenth-century  one,  or  so  it  has  always  been 
supposed.  It  was  this  problem  more  than  any  other  which 
tempted  Starkie  Gardner  to  conclude  that  the  Durham  work  was 
French.  Elsewhere  his  discussion  of  the  relationship  between 
English  and  French  ironwork  seems  to  preclude  the  work  as 
French  if  the  date  113  5  is  insisted  on. 

Is  there  then  a  solution  which  will  enable  one  to  sustain  credibly 
a  date  in  the  1130s,  which  at  the  same  time  will  obviate  the  need 
for  the  Gardnerian  deus  ex  machina?  I  believe  there  is-".  Strictly 
speaking  the  smith  at  St.  Albans  was  producing  stamped  work 
when  he  used  his  sharp-edged  chisels  to  score  the  iron  of  his 
straps  and  scrolls.  His  tools  have  been  described  and  they  were 
very  simple.  Let  us  call  his  stamped  work  technique  phase  1.  The 
transition  from  this  sort  of  decoration  to  phase  2  stamped  work 
follows  naturally  from  the  substitution  of  a  broad-edged  tool, 
either  a  punch  or  a  broad-edged  chisel  (known  as  a  fuller),  for  a 
thin-edged  tool  to  produce  not  a  line  on  the  metal  but  a  broad 
and  deep  groove.  The  effect  in  cither  case  would  be  to  produce 
work  in  relief. 

At  Staplehurst,  Kent,  as  I  have  pointed  out  in  my  first  article 
(see  The  Connoisseur,  October,  1969),  the  smith  had  used  a 
triangular  punch  to  depress  the  metal  on  the  edges  of  the 
crescents  and  straps  in  order  to  produce  a  raised  central  diaper 
(No.  6).  This,  even  if  it  were  an  isolated  example,  would  indeed 
be  a  remarkable  anticipation  of  what  was  to  occur  at  Durham  70 
to  80  years  later.  There  is,  however,  another  piece  of  work  at  Old 
Woking,  Surrey,  perhaps  only  a  few  years  earlier  than  Durham, 
which  may  be  produced  in  evidence  (No.  7).  There  the  smith 
used  a  fuller  on  the  horizontal  iron  straps  in  order  to  produce 
work  in  bold  relief.  The  central  portion  of  each  strap  is  thrown 


7.  Old  Woking,  Surrey.  Raised  diaper  resulting  from  use  of  a  fuller. 


into  a  scries  of  lozenges  by  two  opposing  lines  of  broad  zig-zag 
grooves.  But  looking  at  it  another  way,  already  the  metal  would 
have  a  double  U  section  although  the  raised  portions  on  either 
side  of  the  grooves  would  not  have  much  of  a  finish  since  they 
would  have  been  under  no  constraint  during  the  fashioning 
process. 

Now  the  finish  at  Durham  is  very  impressive  and  we  have 
therefore  to  envisage  a  further  development  of  stamped  work 
technique  which  we  may  call  phase  3.  This  would  necessarily 
involve  the  use  of  a  bottom  tool  having  the  reverse  profile  of  the 
one  desired  for  the  metal.  In  section  the  bottom  tool  needed  at 
Durham  would  have  the  appearance  of  an  E  laid  on  its  back. 
The  central  bar  of  the  figure  however  should  be  imagined  as 
being  both  wider  and  shorter  than  it  would  be  in  the  letter  itself. 
The  tool  would  also  have  a  stout  shank  so  as  to  secure  it  firmly 
in  the  hardie  hole  of  the  anvil.  The  white  hot  metal  would  be 
placed  in  this  tool,  a  securing  tool,  called  a  flatter,  would  be 
placed  upon  the  metal  and  the  flatter  struck  with  a  hammer.  The 
iron  strap  will  take  up  the  profile  of  the  bottom  tool  beneath  it 
while  at  the  same  time  its  upper  surface  would  be  perfectly 
smooth  for  placing  against  the  planks  of  the  door.  Perhaps  four 
such  tools  would  be  needed  to  deal  with  the  varying  widths  of 
the  Durham  strap.  Essentially  all  that  is  involved  in  the  move  to 
phase  3  is  that  the  ornament  should  come  from  the  bottom,  from 
a  bottom  tool,  instead  of  from  the  top,  from  a  top  tool,  as 
previously. 

In  phases  1  and  2  the  flat  of  the  anvil  had  of  course  performed 
the  role  of  the  flatter.  It  will  be  clear  that  the  sequence  I  have 
sketched  above  is  ideal  rather  than  chronological  in  that  the 
earliest  stamped  work  is  phase  2  and  that  even  after  the  attain- 
ment of  phase  3  smiths  mostly  preferred  to  work  (for  whatever 
reason,  and  plainly  lack  of  technical  expertise  might  be  one)  with 
phase  1  techniques.  In  stamped  work  of  the  thirteenth  century 
the  effects  sought  for  were  of  a  more  delicate  and  naturalistic 
character  but  involved  no  further  sophistication  of  technique. 

We  now  have  a  line  of  evolution  which  permits  us  to  see  the 
Durham  smith  moving  with  great  assurance  and  with  some- 
thing  almost  like  inevitability  from  what  one  might  call 
primitive  stamped  work  to  a  more  technically  accomplished  level 
of  performance.  This.  I  submit,  makes  it  possible  to  regard  the 
Durham  door  as  English  and  of  the  1130s. 

Skipwith,  Yorkshire        'nutted  to  this  class  of  ironwork  by 


both  Starkie  Gardner  and  Boase,  although  neither  has  very  much 
to  say  about  it.  Collingwood21  however  thought  that  'the 
ornament  of  the  Skipwith  door  ...  is  entirely  different  (from 
Stillingfleet)  in  character,  technique  and  state  of  preservation, 
though  producing  some  hints  of  pattern  from  Stillingfleet;  it 
must  be  a  considerably  later  imitation'.  This  is  my  opinion. 
Aesthetically  it  is  disagreeable  and  seems  to  me  to  have  the 
lumpy,  undigested  appearance  of  Gothic  revival  ironwork  except 
where  the  Gothicists  were  reproducing  actual  mediaeval  work. 
Skipwith's  state  of  preservation  is  such  that  100  rather  than  900 
years  looks  nearer  its  correct  age.  Then  too  the  mechanical 
exactitude  with  which  the  geometrical  interlace  meshes  is  alien 
to  the  Middle  Ages  but  certainly  does  characterise  nineteenth- 
century  wrought  ironwork. 

/  have  to  thank  N.  Atkinson  and  R.  Hosking  for  many  of  the  photo- 
graphs illustrating  this  and  my  other  articles  (October  1969  and 
January  1970). 
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2.  B.  Kodyplowski,  Polskie  Kowalstwo  Architectoniczne,  1958,  p. 14,  p. 16 
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3.  One  acknowledges  that  one  of  them,  Little  Hormead,  is  in  the  most  rustic 
setting  imaginable  but  perhaps  the  phrase  will  be  permitted. 

4.  The  photograph  in  Victorian  County  History  (Hertfordshire),  Vol.  4,  1914, 
facing  p. 76,  taken  when  the  door  still  stood  outside  the  church,  shows  a 
further  animal  or  bird,  now  missing,  inside  the  lower  panel  of  interlace. 

5.  T.  S.  R.  Boase,  Oxford  History  of  English  Art,  Vol.  3,  1953,  p.22. 

6.  Not  the  only  twelfth-century  import  from  Moorish  Spain.  The  twelfth- 
century  renaissance  was  fed  by  materials  gathered  there.  Great  numbers  of 
northern  Europeans  were  attracted  to  Toledo  after  its  recapture  from  the 
Moors  in  1085. 

7.  Boase,  op.  cit.,  plate  74a. 

8.  Starkie  Gardner,  Ironwork,  1892,  p. 60. 

9.  Another  example  of  this  sort  of  treatment  is  at  St.  Margaret's,  Leicester. 
Here  the  ironwork  is  largely  of  the  conventional  crescent  type,  yet  the  smith 
contrived  to  give  the  bodies  of  the  crescents  a  similar  sinuosity. 

10.  T.  D.  Kendrick,  Later  Saxon  and  Viking  Art,  1949. 

11.  Ibid,  Ch.XII,  for  further  examples  of  late  Urnes. 

12.  It  occurred  to  me  that  if  the  church  had  been  the  property  of  a  great  monastery 
(say  St.  Albans,  which  is  quite  close)  it  might  explain  the  door  being  there. 
However,  at  the  period  under  discussion  it  belonged  to  the  Counts  of 
Boulogne,  only  coming  into  the  possession  of  an  abbey,  St.  Mary  of  Graces, 
London,  in  1376. 

13.  See  H.  P.  Mitchell,  Flotsam  of  Anglo-Saxon  Art:  1,  The  Burlington  Magazine, 
1923,  Vol.  XLII,  p. 69,  for  a  list  of  the  Ely  treasures.  The  article  describes  one 
that  got  away,  though  not  perhaps  from  Ely. 

14.  This  discrepancy  between  the  form  of  the  overwhelming  bulk  of  surviving 
hinges,  and  the  forms  shown  in  the  MSS  is  certainly  puzzling  and  may 
possibly  be  significant.  If  my  suggestion  as  to  the  derivation  of  the  crescent  is 
correct,  then  it  would  not  be  difficult  to  see  why  the  motif  should  have  been 
disapproved  of — at  least  in  the  scriptoria. 

15.  Boase,  op.  cit.,  p. 104,  says  '.  .  .  it  is  tempting  to  think  that  it  was  through 
this  master  craftsman's  work  that  new  continental  influences  made  themselves 
felt.' 

16.  See  Flinders  Petrie,  Decorative  Patterns  of  the  Ancient  World,  1930,  Plate 
XIX,  B6. 

17.  Boase,  op.  cit.,  Fig.  16,  p. 225. 

18.  Starkie  Gardner,  op.  cit.,  pp.65-9.  The  arguments  there  advanced  seem  to  me 
to  contain  manifest  contradictions. 

19.  Or  more  probably  two  sorts  of  chisels:  one  narrow  and  single  edged,  and 
another,  called  a  roping  chisel,  still  narrow  but  having  a  double  edge  which 
left  the  metal  with  an  inverted  U  profile  between  the  grooves. 

20.  I  am  indebted  here  to  Mr.  Alan  Knight,  the  Crossways  Forge,  Hampton 
Lovett,  Worcestershire,  without  whose  generous  help  and  advice  this  section 
could  not  have  been  written. 

21.  W.  G.  Collingwood,  Anglian  and  Anglo-Danish  Sculptures  in  the  East 
Riding,  Yorks.  Arch.  Soc.  Journal,  XXI,  p. 235. 
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Continental  Dispatch 


FROM  GERALD  SCHURR 


Brussels.    Viking  Gold 

UNTIL  recently  anyone  who  had  not 
visited  the  historical  museum  at  Stock- 
holm would  have  been  unaware  of  the  existence 
of  Swedish  jewellery  in  the  Middle  Ages.  At  the 
Palais  des  Beaux  Arts  until  February  15th  is  an 
exhibition  which  proves  that  these  so-called 
barbarous  and  warlike  tribes  were  capable  of 
producing  surprisingly  delicate  craftsmanship. 
They  were  sailors  who  as  builders  were  only 
indifferent,  but  who  from  the  ninth  century  on- 
wards, achieved  an  extraordinary  degree  of  per- 
fection in  metalwork,  particularly  filigree  and 
cloisonne.  The  forms  they  used  were  those 
popular  in  the  western  world  of  the  time.  As  the 
Vikmgs  were  great  travellers  their  inspiration 
sprang  from  all  parts  of  the  globe  and  through 
them  certain  characteristics  of  the  eastern 
civilisations  were  transmitted,  in  the  course  of 
one  invasion  after  another,  to  different  parts  of 


the  western  world.  Some  objects  which  are 
Swedish  in  origin  reflect  Roman  and  Germanic 
styles;  the  influence  of  Gallo-Roman  or  Celtic 
art  is  to  be  found  in  Denmark,  at  that  period  the 
principal  centre  of  trade  in  Scandinavia.  Never- 
theless in  addition  to  these  various  influences 
the  stamp  of  the  Nordic  craftsman  persists. 
Natural  vegetation  favoured  by  the  Franks  as  a 
form  of  decoration  was  never  entirely  accepted. 
In  Scandinavia  it  was  superseded  by  animals  to 
create  a  style  which  was  both  rough  and  strange- 
ly elaborate,  rich  in  fabulous  monsters  and 
almost  baroque  in  effect. 

From  Ottawa  to  Paris.    Drawings  throughout 
four  centuries 

UNTIL  1937,  the  National  Gallery  of  Canada 
in  Ottawa,  founded  in  1880,  had  only  a  poor 
collection  of  drawings.  The  only  record  of  pur- 
chases is  of  17  Italian  drawings  for  1,850  dollars 


in  191 1  and  15  nineteenth-century  French 
drawings  (Barbizon  School)  for  5,000  dollars  in 
191 2.  In  a  little  over  20  years  there  has  been 
considerable  expansion  in  this  field.  The  eclectic 
choice  has  been  apparent  in  three  different  exhi- 
bitions, one  in  the  Colnaghi  Gallery  in  London, 
another  in  the  Uffizi  in  Florence  and  the  third 
(until  February  6th)  at  the  Cabinet  des  Dessins 
at  the  Louvre.  There  is  a  panorama  of  all  the 
European  schools  from  the  5th  to  the  20th 
century.  Miss  Fen  wick,  who  was  director  of  the 
National  Gallery  of  Canada,  has  very  wisely 
chosen  good  drawings  by  less  important  masters 
in  preference  to  inferior  ones  by  great  masters. 
The  Italian  school  is  represented  by  Raphael, 
Young  Saitit  at  prayer,  Bassano,  Presentation  of  the 
Blessed  Virgin  Mary,  astonishingly  modern  in 
conception,  the  Carracci,  Luca  Cambiaso  and 
Tiepolo.  The  northern  schools  are  represented 
by  Diirer,  a  study  of  Nude  with  a  stick,  signed 


1.  Gold  pendant.  Gotland,  fifth  century.  Exhibition — Viking  Gold, 
Brussels. 

2.  Dumonstier.  Portrait  of  an  ecclesiastic.  Drawing  41  X  35  cm.  Exhibition — 
National  Gallery  of  Canada,  Louvre. 
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3.  Klce.  Femme  a  la  chaise  longue.  Musee  d'Art  Moderne,  Paris. 


about  1503  and  executed  according  to  the 
architectonic  principles  of  Vitruvius,  Bloemaert 
and  Rubens — and,  more  recently,  by  Van  Gogh 
and  Paul  Klce.  French  painters  are  included — 
I  himonsticr  delicately  austere,  Boucher,  Wat- 
teau  and  Fragonard  and  also  Ingres,  Delacroix, 
Odilon  Redon,  Dunoyer  de  Segonzac  and 
Picasso.  English  drawing  is  represented  by  a 
Ronmey,  The  Farewell  of  Dido  and  Aeneas  of 
1774,  a  superbly  bold  Turner,  Forum  Romanum, 
Millais  and  Sutherland  and  by  Henry  Moore's 
Figures,  an  unusually  serene  example  of  his  work. 

Paris.    The  Dreams  of  Paul  Klee 

PAUL  KLEE,  who  died  in  1940  at  the  age  of  70, 
left  an  immense  amount  of  work:  the  catalogue 
ot  his  pictures,  water  colours,  drawings  and  en- 
gravings consists  of  nearly  9,000  items.  From 
this  very  large  number  the  Musec  d'Art 
Moderne  has  chosen  200  compositions  (until 
February  16th).  Because  he  was  constantly  try- 
ing new  techniques  and  possessed  a  keen  sense  of 
humour  Klce  transfigured  everything  he 
painted.  Irony,  a  feeling  for  poetry  as  well  as  the 
ridiculous,  a  romantic  frenzy  reminiscent  of 
James  Ensor,  the  stern  discipline  of  the  Bauhaus 
where  he  taught,  are  invariably  to  be  detected 
in  his  involved,  uneven  and  passionate  works. 
Sharp  outlines,  typically  Germanic,  were 
softened  by  colour  when  he  discovered  the  light 
of  the  Mediterranean  in  Tunisia  in  1914. 
'Colour  and  I  have  joined  forces:  I  am  now  a 
painter,'  he  wrote.  Later,  Sicily  and  Egypt  in- 
creased this  enthusiasm.  Naif  art  and  the  draw- 
ings of  children  mingled  subtly  like  melody  and 
counterpoint  (the  artist  long  hesitated  between 
painting  and  music).  The  force  and  violence  he 
admired  in  Van  Gogh  were  combined  with  the 
control  of  emotion  he  had  learnt  from  Cezanne. 
It  was  Klee's  ambition  to  evolve  a  kind  of  visual 
philosophy  which  was  always  changing  and 
dynamic — even  though  towards  the  end  of  his 
life  his  forms  grew  heavier.  He  was  the  com- 


plete artist  who  paved  the  way  towards  present 
day  research  and  in  particular  towards  Miro 
and  Dubuffet. 

Bayonne.    Portrait  drawings  from  the 
fifteenth  to  the  nineteenth  century 

BONN  AT,  pre-eminently  an  official  painter  of 
the  Belle  Bp 0 que,  had  assembled  a  remarkable 
collection  of  2,000  drawings  (42  by  Diirer,  95  by 
Ingres).  Each  year,  from  this  inexhaustible 
source,  the  museum  at  Bayonne,  which  bears 
his  name,  selects  a  number  on  a  certain  theme. 
This  year  until  April  12th  it  has  chosen  140  por- 
trait drawings.  The  exhibition  is  all  the  more 
interesting  because  it  does  not  show  studies  to 
be  pat  on  canvas  later,  but  finished  drawings, 
executed  as  such.  We  have,  therefore,  the  great 
names  of  the  Italian  Renaissance,  (Vinci, 
Lorenzo  di  Credi)  and  German  (Holbein — 8 
drawings,  Diirer,  Cranach)  and  French  (Lag- 
ncau,  Dumonstier)  the  Classicism  of  Van  Dyck, 
Grcuze,  Saint  Aubin,  David,  Lawrence  and 
finally  the  Romanticism  of  Prud'hon,  Tassacrt 
and  Delaroche.  A  special  place  has  been  reserved 
for  the  masterly  drawings  of  Ingres:  forty 
pencil  drawings  perfect  in  their  piercing 
sensitivity. 


4.  Flemish  School, 
fifteenth  century. 
Portrait  of  a  lady. 
Musee  Bonnat, 
Bayonne.  (Photo 
Etienne.) 
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[.  American  School,  19th  century.  Pair  of  por- 
traits of  a  young  army  officer  and  his  wife.  67'. 
48  inches.  $4,750  (Parke-Bcrnet). 

2.  Rare  pair  of  Derby  figures  of  a  stag  and  doe 
mounted  in  ormolu  and  decorated  by  William 
Duesbury.  Overall  height  12J  inches.  /~2,000 
(Sotheby's). 

3.  American  silver  tankard  by  Jeremiah  Dum- 


mer,  Boston,  c.  1680.  24  oz.  Height  6.1  inches. 
S  12,000  (Parke-Bernet). 

4.  Pair  George  III  table-candlesticks  by  Hester 
Bateman.  Height  ll|  inches.  ^'2,625  (Chris- 
tie's). 

5.  Worcester  hop-trellis  tea  and  coffee  service. 
First  period,  36  pieces.  ^'3,400  (Sotheby's). 


6.  Japanese  19th-century  kinko  work  tsuba 
signed  by  Gyokuseido  Haruo.  £525  (Christie's) 

7.  Silver  group  'The  Knight  Errant'  by  Gilbet 
Bayes,  signed  and  dated  1900.  Length  25  inches. 
/"200  (Sotheby's). 

8.  Queen  Anne  walnut  settee.  Width  S!  inches. 
/"i,26o  (Christie's). 


International 
Saleroom 
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9.  Hendrik  de  Meijer.  Water-mill.  Signed. 
Panel  24      31  inches.  ^1,100  (Sotheby's). 

10.  Edward  Coley  Burne-Jones.  Ceres.  Signed 
with  initials.  Mixed  media  38  26  inches. 
£l,995  (Christie's). 

11.  Charles  Baugniet.  La  toilette.  Signed.  Panel 
20^  X  16 \  inches.  ^"472  (Christie's). 

12.  Late  17th-century  Dutch  brass  chandelier. 
Height  58  inches.  ^1,000  (Sotheby's). 

13.  James  I  spice-box,  1627.  Maker's  mark  IP, 
a  bell  below.  Length  5;  inches.  Contemporary 
spoon,  c.  1627.  Maker's  mark  probably  RL, 
mullet  below.  10  oz.  4  dwt.  £l,6%0  (Christie's). 

14.  Paul  Gauguin.  Bonjour  Monsieur  Gauguin. 
Inscribed.  Canvas  on  panel  29.I  21k  inches. 
^"129,807  (Christie's  in  Geneva). 

15.  John  Frederick  Herring  Sr.  Priam.  Canvas 
I2-J  X  17  inches.  Si6,000  (Parke-Bernet). 

16.  Rare  Chinese  blue-glazed  pottery  ewer. 
T'ang  dynasty.  Height  8'>  inches.  ^"6,000 
(Sotheby's). 

17.  Early  18th-century  English  cream  lacquer 
cabinet  on  Regence  giltwood  stand.  Overall 
width  30',  inches.  ^"6,825  (Christie's). 


18.  One  of  four  William  and  Mary  chairs  (pair 
open  arm,  pair  chairs),  £546  (Christie's). 

19.  William  Morris.  'The  defence  of  Guenevere 
and  other  poems.'  First  edition  1858.  Bound  by 
T.  J.  Cobden-Sanderson  1886.  Commissioned 
and  inscribed  by  Philip  Webb.  £2,600  (Sothe- 
by's). 

20.  Pekin  enamel  Chinese  snuff  bottle  with 
famille-rose  decoration  and  four  character 
mark  of  Ch'ien  Lung  in  blue:  of  the  period. 
/"i,ooo  (Sotheby's). 

21.  Early  Russian  icon  of  The  Annunciation 
Moscow  School,  late  16th  century.  11 
inches.  /"i,6oo  (Sotheby's). 

22.  Henri  Matisse.  La  France.  Signed  and  dateti 
'39.  Canvas  18  15  inches.  ^44,230  (Christie's 
in  Geneva). 

23.  Late  17th-century  English  veneered-ebonj 
table  night  clock,  signed  'Johannes  Fromanteel, 
Londini  fecit'.  Height  43^,  inches.  /~2,200 
(Sotheby's). 

24.  Aime-Jules  Dalou.  Marquis  de  Lafayette, 
Bronze,  height  14  1  inches.  -750  (Parke-Bernet^ 

25.  Rare  early  English  lead  glass  candlestick. 
Height  10 1  inches.  /~357  (Christie's). 

26.  Mid  18th-century  Scandinavian  bureau 
cabinet  in  walnut  and  kingwood  with  giltwood 
carving.  Ormolu  mounts.  Height  110  inches. 
/"4,400  (Sotheby's). 


Then  and  Now 

13  December     22  February  1970 
Bethnal  Green  Museum,  Museum  House, 
Cambridge  Heath  Road,  E.2. 
Reviewed  by  marina  vaizey 

The  small  poster  exhibition,  drawn  from  the 
Print  Room  at  the  Victoria  and  Albert,  and  on 
display  at  the  delightful  museum  at  Bethnal 
Green,  is  an  interesting  collection,  stretching 
from  the  French  and  English  poster  ot  the 
nineties  (Steinlen,  Mucha,  Toulouse-Lautrec, 
Dudley  Hardy,  John  Hassall,  the  BeggarstafF 
Brothers,  and  lesser  known  practitioners)  to 
recent  work  from  America  and  England, 
examples  of  the  so-called  'psychedelic  revival  of 
Art  Nouvcau'. 

It  is  not  a  survey  exhibition,  but  rather  an 
exercise  in  comparison  and  contrast.  The  poster 


artists  of  the  nineties,  in  their  quietly  revolu- 
tionary manner,  and  with  superb  printing 
techniques,  convey  with  certainty  their  messages 
for  bicycles,  music  hall  acts,  champagne, 
chocolate,  etc. ;  for  all  the  splendidly  ornate 
composition  peculiarly  characteristic  of  art 
nouveau,  itself  of  course  a  selective,  inter- 
pretive revival  of  the  calculated  use  of  fantasy 
and  the  grotesque,  directness  and  charm  are 
salient  characteristics.  The  modern  posters 
suffer  because  it  seems  to  me  the  present  day 
poster  artists  oddly  enough  do  not  know  how- 
to  use  and  exploit  size  to  advantage:  compli- 
cated designs  in  sizzling  colours  are  printed  on 
such  a  small  scale  that  one  has  to  pause  to 
understand  the  message,  surely  a  failure  in  a 
poster.  Decorative  the  posters  may  be,  and 
occasionally  their  deliberate  homage — Milton 
Glaser's  colour  lithograph  of  Dylan,  Peter 
Max  celebrating  Lautrcc — is  moving,  but  for 
the  most  part,  the  San  Francisco  advertise- 
ments for  rockbands  are  so  'in'  that  the  message 
certainly  doesn't  emerge  in  Bethnal  Green ! 

(The  largest  collection  of  posters  for  sale  in 
London  can  always  be  seen  at  Lords,  26 
Wellington  Road,  NW.8;  Ferrers,  9  Piccadilly 
Arcade,  SW.i  specialise  in  19th  century  French 
posters.) 


1.  BeggarstafF  Brothers,  (William  Nicholson 
and  James  Pryde).  Gordon  Craig  as  Hamlet, 
1898.  Stencil  approx.  5  feet  9  inches  2  feet 
3  inches.  Bethnal  Green  Museum. 


2.  Peter  Joseph.  Yellow  Wall.  Length  76  feet. 
Camden  Arts  Centre. 


Survey  69  New  Space 

24  October  -  24  November  1969 
Camden  Arts  Centre, 
Arkwright  Road,  N.W.3. 
Reviewed  by  peter  fuller 

For  'The  Art  of  the  Real'  Exhibition  at  the 
Tate,  Patricia  Johanson  painted  a  single,  narrow 
line,  just  below  eye  level,  across  a  28  foot  naked 
canvas. 

At  the  Camden  Survey  69  exhibition,  Peter 
Joseph  went  one  better:  given  the  large  gallery 
to  fill,  he  built  a  76  foot,  wedge-shaped  wall, 
and  painted  it  in  a  shrieking  monochrome 
yellow.  Its  oppressive,  physical  impact  on  the 
onlooker  is  undeniable:  it  repels  him  as  if  by 
its  powerful  centrifugal  force;  it  is  just  too  high 


to  look  over,  and  just  too  long  to  take  in  at  a 
single  glance.  One  has  to  settle  not  for  looking 
at  it  but  for  being  with  it. 

The  pure  minimalism  of  Patricia  Johanson's 
work  has  been  superseded  by  conceptual  art; 
it  would  have  been  just  as  exciting  if  she  had 
shown  diagrams  and  notes  on  the  project  in 
'When  Attitudes  Become  Form',  at  the  I. OA. 
and  left  it  at  that.  Like  Ad  Reinhardt's  Ultimate 
Painting,  a  43  inch  black  square,  the  idea  is 
everything:  the  actual  execution,  a  tedious 
formality. 

With  Peter  Joseph,  this  is  not  the  case. 
Although  the  catalogue  claims  that  the  wall 
'has  the  same  non-illusory  effect  as  his  preceding 
work',  this  simply  is  not  true. 

However  well  one  describes  its  construction 
and  appearance,  one  cannot  evoke  its  physical 
presence  satisfactorily,  nor  give  a  true  idea  of 
the  overwhelming  strength  which  it  exerts. 

At  least  part  of  its  power  derives  from  the 
ease  with  which  it  convinces  us  that  it  is 
something  other  than  yellow  canvas  strung 
across  a  wooden  frame:  it  pretends  to  have 
enormous  weight  and  monumentality,  like 
Stonehenge,  or  Egyptian  pyramids. 

Joseph  is  successful  because,  albeit  unwitting- 
ly, he  has  put  back  into  apparently  minimal 
statements,  something  of  the  illusion  which  the 
purists  struggle  so  hard  to  expel. 

This  leads  to  very  singular  problems:  if  most 
minimal  artists  will  ultimately  need  only 
telephones,  like  De  Maria,  Joseph  will  find  it 
essential  to  continue  to  make  as  well  as  to 
think. 

And  what  does  one  do  with  76  feet  walls? 
Will  we  have  to  build  additional  rooms  to  cur 
houses  of  the  seventies  of  exactly  the  right 
dimensions  to  get  the  maximum  effect  from 
works  of  this  kind;  or  are  they  to  be  confined 
to  the  museums,  against  which  they  shout  their 
protests? 

Although  one  can  only  applaud  the  enterprise 
of  Camden  Arts  Centre  in  giving  each  ot  four 
young  artists  space,  telling  them  to  fill  it,  and 
paying  for  their  materials,  it  does  lead  to  false 
statements.  Joseph's  wall  will  only  function  in 
the  large  gallery  at  the  Centre — or  in  a  room 
of  very  similar  size.  It  is  unlikely  that  another 
will  be  found,  and  it  cannot  stay  there  for  ever. 
In  a  vast,  vaulted  warehouse,  for  example,  the 
wall  would  become  weak,  insignificant  and 
lose  all  its  point. 

After  the  exhibition  has  closed,  Joseph's 
monumental  assertion  will  effectively  cease  to 
exist:  it  will  become  an  idea  and  a  memory 
again,  like  the  minimal  work  from  which  it 
appeared  to  be  so  different. 

The  Royal  Academy  made  the  same  mistake 
with  their  'Big  Paintings  for  Public  Places' 
exhibition.  Twelve  artists,  given  space  in  the 
same  way,  produced  some  effective  wall 
decorations  for  Burlington  House:  but  I 
doubt  if  any  of  them  would  work  elsewhere. 


Il8 


3.  Jean-Pierre  Vielfaure.  One  of  a  set  of  12 
lithographs  I2f  x  I5j  inches.  Court  Gallery. 


Jean-Pierre  Vielfaure 

November  1969 

Court  Gallery,  Copenhagen,  Denmark. 
Reviewed  by  ian  bennett 

Jean-Pierre  Vielfaure  was  born  in  Algeria  in 
1930  and  has  lived  and  worked  in  Paris  since 
1950.  Since  i960,  he  has  had  21  one-man  shows 
and  taken  part  in  15  International  Group 
exhibitions.  In  this  time  he  has  exhibited  only 
once  in  England,  at  the  Lincoln  Gallery  in 
London  in  1962.  He  was  a  member  of  the 
'Phases'  group  between  1959  and  1965  and  of 
'Inter'  between  1964  and  1968.  He  was  a 
founder  member  of  'Art  and  Prospective'  in 
1968.  The  exhibition  in  Copenhagen  showed 
some  40  new  oils  and  collages  and  a  boxed  set 
of  12  lithographs  executed  in  an  edition  of  100 
in  1968,  which  were  on  sale  incredibly  cheaply 
at  S150. 

I  give  these  biographical  details  because  I 
believe  Vielfaure  to  be  an  important  young 
artist  whose  continued  absence  from  any 
London  gallery  is  our  loss.  Admittedly  the 
pressure  on  galleries  here  to  show  new  work  by 
young  painters  is  immense,  but  Vielfaure  has 
an  established  reputation  on  the  continent  and 
his  work  hangs  in  eight  public  collections  of 
modern  art  throughout  the  world.  I  can  only 
hope  that  some  gallery  will  give  him  a  show 
fairly  soon. 

Vielfaure  proclaims  himself  a  nco-surrcalist 
and  the  texture  and  density  of  his  work 
certainly  show  the  strong  influence  of  Max 
Ernst.  In  certain  paintings,  however,  he  is  far 
closer  to  the  anarchic  mood  of  Dubuffct.  Like 
the  Surrealists,  and  especially  like  Ernst, 
Viclfaure's  pictorial  images  arc  concerned  with 
'the  worm  beneath  the  skin',  the  subterranean. 
His  pictures  tend  to  be  divided  into  strictly 
demarcated,  but  perfectly  interlocking,  areas. 
In  essence,  he  transmutes  the  normal  pictorial 


areas  of  land  and  sky  into  lower  and  upper 
earth.  Yet,  and  here  again  the  comparison  with 
Ernst  is  inevitable,  we  are  never  sure  whether 
we  are  looking  at  a  landscape  in  perspective  or 
at  a  segment  of  the  earth's  substratum. 

The  characteristics  of  normal  landscape  are 
always  apparent,  but  are  subservient  to  the 
non-real  architecture  of  the  compositions.  Le 
Sang  en  Rouge,  Le  Barque  embodies  this  dicho- 
tomy perfectly.  The  artist  has  superimposed 
upon  the  lower  earth  sequence  four  photographs 
of  normal  townscapes  and  sunsets.  The  effect  is 
not  only  to  disorientate  one's  sense  of  balance 
but  also  to  point  to  the  essential  dirlcrence 
between  the  matter  of  fact  and  the  un-real  or 
sur-real. 

Liliane  Lijn 

12  January  -  12  February  1970 

Hanover  Gallery,  32 A  St.  George  Street,  W.i. 

Reviewed  by  marina  vaizey 

Liliane  Lijn  is  a  young  American  who  studied 
in  Paris  and  is  now  living  in  London;  she  is 
usually  described  as  a  kinetic  artist,  and  one  of 
her  best  known  works  is  a  superb  multiple, 
Liquid  Reflections,  which  is  powered  by 
electricity;  on  the  other  hand,  her  perspex  toy 
contributed  to  'Play  Orbit'  at  the  I.C.A.  is 
moved  by  hand,  and  I  hope  to  indicate  that 
whilst  two  categories  of  her  work  in  her 
one-man  exhibition  at  the  Hanover  Gallery 
rely  for  movement  or  light  on  electricity,  she 
is  really  a  sculptor,  and  a  sculptor  or  unique 
attributes.  Her  work  is  totally  abstract,  but  her 
preoccupations  have  affinities  with  a  tradition 
long  lauded  by  the  British:  the  pure  beauties 
of  light  and  reflection,  a  tradition  stretching 
back  through  the  influence  of  Claude,  notably 
exemplified  in  the  most  abstracted  paintings  of 
Turner. 

Aside  from  working  drawings,  Liliane  Lijn's 
work  at  the  Hanover  is  divided  into  three 
categories,  all  pieces  the  characteristics  of 
which  arc  almost  impossible  to  reproduce,  as 
the  effects  must  be  absorbed  over  a  period  of 
time;  highly  decorative  in  themselves  when 
static,  her  pieces,  when  moving  or  moved, 
become  orchestrations  of  pure  light  and  pure 
colour,  colour  that  can  only  be  suggested  by 
pigments.  First,  there  are  the  cylinders,  linear 


4.  Liliane  Lijn.  Salute  to  the  Spectra  Messengers, 
1969,  perspex  and  glass.  Linear  Light  Columns 
and  Linear  Light  Ziggurats,  perspex  tuhes 
wound  with  copper  and  nickel  wire.  Maximum 
height  72  inches.  Hanover  Gallery. 


light  columns  or  ziggurats.  L  h  1 

cylinder,  single  or  stepped,  i 
introduces    a  complicated 
pattern;  the  cylinder  is  then  c< 
by  enamelled  copper  or  nickel  v  ii 
of  silver  green,  copper  or  red,  eai 
one  colour,  but  a  colour  of  varied  t 
on  a  motorised  base,  the  coloured,  luniki 
patterned  columns  rotate,  catching  and  refl 
ing  light,   the  patterns  also   moving  .is  the 
cylinders  move.  Second,  there  arc  tibreglass 
cones    with    insets    of   brilliantly  coloured 
perspex,  lit  from  within.  Large  cones  are  for 
outdoors,  as  beacons,  and  there  are  smaller 
ones   for   domestic   settings.   The   cones  are 
explorations  of  spatial  changes,  areas  of  dark 
space  defined   by   lines  of  brilliant  colour, 
emanations  rather  than  reflections.  Third,  there 
arc  the  prism  sculptures,  clear  glass  or  perspex 
constructions  made  of  prisms,  sometimes  paint- 
ed black  or  mirrored,  set  in  groups  on  their 
own  perspex  discs.   The  groupings  can  be 
changed  by  the  spectator.  The  prisms  catch 
the  light,  breaking  it  up  into  the  primary 
rainbow  colours,  and  throwing  these  colours 
back,  into  the  room,  or  even  directly  into  the 
viewer's  eyes,  an  experience  of  pure  colour 
that  is  totally  natural  and  totally  euphoric. 

In  fact,  the  highly  technical,  mathematical 
complexities  of  Liliane  Lijn's  sculpture  resolve, 
for  the  spectator,  passive  or  active,  into  the 
experience  of  beauty  without  any  overtones 
of  figuration:  an  experience  of  emotional 
intensity  and  a  singular  pleasure,  visual  and 
sensual  experiences  of  space,  line,  pattern,  and 
colour  that  moves  and  changes,  but  remains 
always  serene  and  satisfying. 

For  the  receptive,  willing  to  think  beyond, 
for  example,  the  easel  painting  or  the  bronze 
sculpture,  this  is  an  exhibition  replete  with 
ravishing  beauties,  created  by  an  artist  of 
sensitivity  and  real  originality. 


5.  Barry  Flanagan.  Arrangement.  Rope  sculp- 
ture. Hayward  Gallery. 


Six  at  the  Hayward 

13  November -21  December  1969 
Hayward  Gallery,  South  Bank.  S.E.i. 
Reviewed  by  GUY  burn 

Nowadays  any  social  structure  or  convention 
is  liable  to  conic  under  tin.1.  Hircc  of  these 
young  artists  challenge  the  idea  ol  the  Art 


Gallery  as  a  temple  to  house  the  unique — and 
so  the  expensive — as  well  as  the  convention  of 
the  picture  as  a  painting  on  canvas,  stretched 
and  trained. 

Barry  Flanagan  is  a  non-sculptor.  He  does 
not  make  things  hut  arranges  existing  things 
into  significant  happenings,  aiming  at  the 
paradox  of  producing  'the  very  cheap  yet 
unsaleable,  a  parable  of  ideal  art'.  Given  an 
empty  room,  he  lias  littered  the  floor  with  two- 
foot  rope  lengths  and  put  a  pile  of  sacks  in  one 
corner. 

Stephen  Buckley  is  a  non-painter.  He  inverts 
the  accepted  practice  of  painting.  In  one  work 
it  is  the  stretchers  which  are  painted  and  the 
canvas  faces  the  wall,  in  another  the  canvas  is 
blank,  the  frame  wrapped  in  bandages.  In  yet 
another  garish  tile  patterns  are  surrounded  by- 
painted  tartan  to  negate  choice  and  good 
taste,  the  paint  is  clumsily  applied  to  eliminate 
skill  and  aesthetics.  Keith  Milow  likewise 
scrambles  canvas,  image  and  varnish  to  produce 
slimy  untidy  looking  triangular  projections 
which  have  a  certain  forlorn  poetry  in  their 
total  unwantability. 

Can  a  visual  paradox  be  Art?  How  far  can 
Art  be  extended  thus  into  Life,  and  vice  versa? 
These  artists'  works  have  the  character  of 
unanswerable  interrogative  statements,  like  the 
Zen  master's  query  'What  is  Zen?'  to  his  pupil 
who  is  hanging  by  his  teeth  to  a  tree  branch 
over  the  abyss. 

Downstairs  the  Venus  Flytrap  clearly 
inspired  Victor  Newsomc's  great  mechanical 
flowers.  Spectators  were  gingerly  unfolding 
the  beautifully  spotted  hinged  petals  to  reveal 
the  deadly  spikes  beneath.  The  female  symbol- 
ism would  have  been  heightened  by  a  pervading 
odour  of  musk,  which  would  have  suited  just 
as  well  Michael  Sandlc's  Momimentiim  pro 
Gesualdo,  a  sinister  and  sexy  tour  de  force 
appropriate  to  some  fantastic  camp  Everglades. 
Finally  Ian  Stephenson's  gigantic  monochrome 
canvases  yield  their  secret  to  the  full  only  with 
a  magnifying  glass.  Minute  spots  of  paint 
flicked  from  a  brush  settle  on  each  other  like 
the  many  coloured  droppings  of  tiny  psychedel- 
ic birds.  A  thousand  square  feet  of  such  work 
makes  a  daunting  display. 

Baroque  art  for  the  collector 

6  November  -  23  December  1969 
Heim  Gallery,  sojermyn  Street,  S.W.i. 
Reviewed  by  sibylla  jane  flower 

Some  seventy-one  exhibits  carried  the  spectator 
through  an  interesting  selection  of  paintings 
and  sketches,  from  the  world  of  Scarscllino  to 
that  of  Joachim  Agricola.  by  way  of  a  fine 
Luca  Giordano  sketch  of  the  Death  of  S. 
Gregorio  Armeno  and  a  distinguished  Baciccio 
Portrait  of  Cardinal  Marco  Galli. 

But  it  is  perhaps  from  amongst  the  sculpture 
of  the  period  that  a  discerning  and  adventurous 
collector  can  even  now  acquire  the  most 
notable  examples  bv  first-class  masters — and 
tor  a  modest  outlay — as  the  prices  of  many  of 
these  works  demonstrate.  It  is  a  field  unexplored 
by  all  but  a  handful  of  scholars  and  lacking  in 
the  attentions  collectors  have  bestowed  so 


6.  Pietro  Tacca.  Bust  of  Cosimo  II  de  Medici, 
Grand-Duke  of  Florence  1590-1621.  Terracotta, 
height  15',  inches.  Heim  Gallery. 


lavishly  on  paintings  of  similar  date.  This  is  not 
a  situation  one  imagines  can  last  very  much 
longer;  it  certainly  accounts  for  the  wide  and 
representative  selection  that  can  be  assembled 
in  an  exhibition  such  as  this. 

Most  aspects  of  the  medium  were  represented 
from  portrait  busts  to  medals;  of  the  former, 
a  magnificent  example  111  porphyry  of 
Francesco  de  Medici,  Grand  Duke  of  Tuscany 
should  not  pass  without  comment.  The  finely 
modelled  terracotta  of  Cosimo  II  by  Pietro 
Tacca  which  is  reproduced  here  is  placed  side 
by  side  with  a  marble  which  derives  from  it. 
The  bronze  statuette  of  St  Michael  overcoming 
Satan  after  a  model  by  Algardi  repays  endless 
examination  and  two  terracotta  reliefs  of  St 
Jerome  and  the  Magdalen  by  Mazza  convey  much 
of  the  lightness  and  delicacy  which  we  associate 
with  the  work  of  this  Bolognese  master. 


1,000  years  of  art  in  Poland 

3  January  -  1  March  1970 
Royal  Academy,  Piccadilly,  W.t. 
Reviewed  by  a.  s.  ciechanowiecki 

Spanning  nearly  ten  centuries  the  exhibition  is 
an  event  of  considerable  significance,  introduc- 
ing as  it  does,  the  London  public  to  the  'most 
important  aspects  of  the  artistic  evolution  of 
Poland.  It  is  also  the  largest  exhibition  organized 
by  Polish  Museums  outside  their  homeland. 
The  civilization  of  Poland,  always  Western  in 
orientation,  since  Christianity  came  from  Rome 
in  a.d.  966  and  remaining  so  today  in  spite  of 
post-war  political  upheavals,  is  basically  eclectic, 
taking  its  inspiration  at  various  periods  from 
other,  more  artistically  creative  centres.  Polish 
art  is  therefore  the  expression  of  a  country, 
once  immensely  rich  and  powerful,  but  only 
for  relatively  short  periods  close  to  the  great 
streams  of  European  artistic  evolution. 

After  a  period  of  prehistoric  and  Roman- 
esque creative  activity  of  some  quality — the 
latter  influenced  by  Mosan  and  Italian  contacts 
— of  which  not  much  survives,  there  was  a 
flowering  of  Gothic  painting,  sculpture  and 
decorative  art  in  the  late  14th  and  15th 
centuries  ('International  Style')  due  to  the 
proximityr  of  the  most  active  centre  of  that 
period,  Prague.  The  Renaissance  is  Italian 
dominated,  and  the  Royal  Court  in  Cracow 
with  an  Italian  Queen,  became  one  of  the  focal 
points  of  this  new  style  in  Central  and  Eastern 
Europe. 

With  the  advent  of  the  Baroque  the  geo- 
graphical nearness  of  Turkey  and  Persia  became 
important,  and  Eastern  and  Western  influences 
blended  to  produce  a  characteristically  Polish 
art,  so  called  'Sarmatian',  above  all  decorative, 
and  opulent  in  its  use  of  materials.  This  is  a 
period  of  relatively  indifferent  painting,  but  of 
flourishing  minor  arts,  in  particular  textiles, 
silver  and  goldsmiths'  work,  arms  and  armour, 
glass — everything  that  could  add  splendour  to 
the  life  of  the  nobility  and  gentry. 

A  national  school  of  painting  was  created  at 
the  close  of  the  18th  century  under  the  auspices 
of  the  last  King  of  Poland,  Stanislas  Augustus, 
a  great  patron  of  the  arts.  From  Neoclassicism, 
via  an  impressive  series  of  Romantic  pictures,  to 
Realism,  Impressionism  and  Art  Nouveau — 
the  exhibition  under  review  maps  out  the 
achievements,  neglected  by  Western  art 
historians  but  far  from  negligible,  of  Polish 
artists  of  the  19th  century.  An  important 
section  of  the  exhibition  is  also  devoted  to 
painting  and  sculpture  of  the  20th  century, 
including  young  artists  of  today,  who  testify 
to  the  vitality  of  Poland,  the  strength  of  its 
artistic  heritage,  and  its  cultural  links  with  the 
rest  of  Europe. 


7.  Reliquary  Bust  of  St.  Sigismund.  Silver, 
parcel  gilt,  set  with  precious  stones.  Offered  to 
the  Cathedral  of  Plock  in  1370  by  King  Casimir 
the  Great.  Height  17I  inches.  Royal  Academy. 
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St.  Katherine's  Dock 

St.  Katherine's  Way,  E.i. 
Visited  by  al ast air  Gordon 

One  of  the  problems  the  contemporary  artist 
has  to  contend  with  is  lack  of  working  space. 
That  he  wants  to  work  against  a  whole  wall,  or 
{if  a  sculptor)  on  a  lot  of  floor  space,  should  not 
be  held  against  him:  many  an  easel  painter  of 
the  past  would  have  been  glad  to  work  large  if 
given  the  commission  to  do  so.  The  Ducal 
Palace  in  Venice  provides  ample  evidence. 

Thanks  to  the  Greater  London  Council  and  a 
number  of  powerful  influences  among  art 
patrons,  the  St.  Katharine's  Dock  venture 
provides  some  outlet  for  some  contemporary 
artists.  Over  a  hundred  of  them  have  studio 
work-space  in  this  disused  complex  of  ware- 
houses. What  their  future  will  be  is  up  to  the 
planners,  but  at  the  moment  they  have  a  com- 
paratively undisturbed  working  day  available 
to  them  in  surroundings  that  if  not  arcadian  are 
at  least  functional. 

The  peculiar  position  that  the  artist  has  in 
Britain  -  a  kind  of  rarefied  freak  -  carries  its 
dangers  when  a  lot  of  them  are  gathered 
together  under  one  roof.  They  become  a  tourist 
attraction,  an  intellectual  zoo  to  be  visited  by 
the  busload.  The  St.  Katharine's  Docks  have 
gathered  publicity  from  journalists  as  though  it 
is  a  permanent  art  festival. 

The  reality  is  different.  Although  there  are 
artists  working  there  who  have  established 
world  wide  reputations,  the  majority  of  them 
are  young  men  and  women  struggling  with  the 
difficulties  of  their  chosen  profession,  willing  to 
work  and  wishing  to  work  out  their  theories, 
problems  and  expressions. 

They  are  not  a  'group'.  Their  only  common 
denominator  is  that  they  are  artists  of  their 
times.  The  atelier  principle  has  always  been 
good,  just  as  it  takes  many  coals  to  make  a  good 
fire,  and  it  is  the  corporate  identification  that 
will  warm  the  St.  Katharine's  artists.  I  think  it 
would  be  wrong  for  them  to  be  re-housed  in  an 
efficient  clinical  atmosphere,  but  with  the 
desperate  housing  shortage  in  London,  obviously 
this  large  area  must  be  redeveloped  somehow. 
But  let  all  art-lovers  put  in  a  plea  for  these 
artists  to  be  left  unmolested. 


8.  Carl  Wcis  working  in  a  studio  at  St.  Kathar- 
ine's Dock.  Photograph  Douglas  Smith. 


9.  Lui  Shou  Kwan.  Untitled,  1964.  Ink  and 
colour  on  paper  71  38  inches.  South  London 
Art  Gallery. 


Lui  Shou  Kwan 

24  October  -  13  November  1969 
South  London  Art  Gallery, 
Peckham  Road,  S.E.s. 
Reviewed  by  edmund  capon 

It  must  be  something  of  a  rarity  to  see  Chinese 
paintings  in  the  Peckham  Road  and  it  is  all  the 
more  pleasing  when  they  turn  out  to  be  truly  in 
the  Chinese  spirit.  What  is  particularly  interest- 
ing about  the  work  of  Lui  Shou  Kwan  is  that  he 
successfully  transforms  those  mysterious  quali- 
ties of  the  traditional  Chinese  landscape  into  a 
modern  idiom. 

The  exhibition  was,  sensibly,  laid  out  in  strict 
chronological  order,  the  earliest  painting  on 
show  dating  from  1959.  It  was,  therefore,  easy 
to  follow  his  development  in  recent  years  from 
essentially  careful  and  studied  naturalism, 
through  a  scries  of  paintings  executed  with  .1 
broad  wet  brush  which  at  first  glance  give  a 
purely  abstract  impression,  although  tiny  boats 
ami  houses  lurk  under  the  forbidding  black 
streaks,  to  the  large  abstracts  where  Lui  is 
sparing  with  the  ink  and  generous  with  the 
white  paper.  The  most  recent  paintings,  post- 
dating the  large  abstracts,  were  a  mystery  as  he 
seemed  to  have  turned  full  circle  and  returned 
to  painting  what  may  be  called  'Chinese  land- 
scapes'. One  of  these  is  in  the  true  Ch'ing 
orthodox  manner,  a  hanging  scroll  composition 
of  a  vertical  mountain  'spine'  given  space  and 
perspective  by  a  typical  use  of  mists.  However, 
one  feels  that  this  was  the  exception  rather  than 


the  rule  and  the  landscapes  usi  .vet 
brush,  more  in  the  style  of  I : 
Ch'ing  individualists,  was  perhaj 
metier. 

However  diverse  these  paintings  m 
Lui  was  consistent  in  his  expression  ol  sj 
his  strong,  fluent  brushwork.  In  spite  of  iivin 
in  20th-century  Hong  Kong  he  shows  himseii 
to  be  true  to  his  tradition. 

Islamic  Pottery  800-1400 

1  October  -  30  November  1969 
Victoria  and  Albert  Museum, 
South  Kensington,  S.  W.7. 
Reviewed  by  j.  v.  c;.  mallet 

By  their  very  nature  loan-exhibitions  are 
ephemeral,  and  when  this  appears  in  print  the 
exhibition.  Islamic  Pottery  800—1400  will  have 
left  the  Recent  Acquisitions  Court  at  the 
Victoria  and  Albert  Museum,  which  it  has 
adorned  so  splendidly  during  October  and 
November.  The  exhibition  was  organized  and 
arranged  by  a  comparative  newcomer  among 
London's  learned  societies,  the  Islamic  Art  Circle, 
and  is  largely  composed  of  pieces  drawn  from 
the  collections  of  members.  One  imagines  that 
many  visitors  to  the  exhibition  will  have  written 
to  the  Hon.  Secretary,  Mr.  James  Allan  of  the 
Ashmolean  Museum,  Oxford,  to  enquire  about 
conditions  of  membership. 

It  the  exhibition  itself  is  ephemeral,  the 
catalogue,  "Islamic  Pottery  800-1400  A.D.", 
should  prcwe  of  lasting  interest.  After  the 
exhibition  closes  it  will  be  sold  tor  jTi  10s  by 
the  Publications  Section  of  the  Victoria  and 
Albert  Museum  and  by  Messrs.  Kegan  Paul. 
All  180  exhibits  are  illustrated  in  black  and 
white.  The  introduction  and  descriptions  arc  by 
Mr.  Ralph  Pinder- Wilson  of  the  British 
Museum,  whose  work  commands  great  respect. 
It  is  a  pity,  though,  that  space  could  not  have 
been  found  tor  notes  on  the  condition  of  each 
piece,  for  early  Islamic  pottery  has  nearly 
always  been  excavated  from  the  soil,  usually 
broken  and  often  incomplete,  so  that  tew  pieces 
are  in  reality  quite  as  entire  as  they  appear  in 


10.  Egyptian  pottery  dish  painted  in  copper 
lustre.  Twelfth  century.  Diameter  9  inches. 
Keir  Collection.  Victoria  and  Albert  Museum. 


reproduction.  For  instance,  we  cannot  fully 
appreciate  the  brilliant  draughtsmanship  of  the 
cocktighting  scene  painted  in  lustre  on  the 
twelfth-century  Egyptian  bowl  shown  here 
until  we  have  realised  that  some  curiously  inert 
passages,  notably  the  plant-scrolls  at  the  bottom 
left  and  to  the  right,  as  well  as  the  head  of  the 
right-hand  cock,  are  the  work  of  a  restorer.  It 
would  be  altogether  too  much  to  expect  that  so 
rare  and  extraordinary  a  dish  should  have 
survived  intact. 


John  Moorcs'  Liverpool  Exhibition  7 

1  )ecembcr  -  January  1970 
Walker  Art  Gallery,  Liverpool. 
Reviewed  by  ai  astaiu  GORDON 

At  the  seventh  John  Moorcs'  biennial,  like 
previous  exhibitions  in  this  series,  there  were 
many  new  names,  and  since  each  artist  was  only 
entitled  to  hang  one  picture,  it  was  difficult  to 
be  particular,  and  generalisations  must  serve. 

There  was  a  welcome  absence  of  showy  gim- 
micks this  year.  The  works  were  well  con- 
structed both  in  the  literal  sense  (where  there 
was  a  structural  element)  as  well  as  in  the 
aesthetic  sense.  If  anything  they  were  a  little  too 
cool,  and  one  would  have  welcomed  some 
show  of  force.  Established  figures  like  Victor 
Pasmore,  Adrian  Heath  and  John  Hoyland,  and 
especially  Mary  Martin's  construction,  had  an 
authoritative  ring  about  them,  but  there  was  a 
need  for  some  fire,  even  violence,  to  act  as  a 
counter  balance. 

The  main  trend  seems  towards  optical 
illusions:  art  has  always  been  illusory  by  its  very 
nature,  but  the  modern  idea  is  to  make  the  eyes 
dance  and  the  head  swim.  Op  art,  as  it  is  called, 
defies  nature  rather  than  illuminating  it  by 
technical  devices.  It  is  an  end  in  itself,  causing 
the  spectator  to  doubt  his  own  balance,  and 
thereby  making  him  more  physically  aware. 

II.  Mary  Martin.  Cross.  Stainless  steel  and 
wood  135  135  cms.  Joint  first  prize  with 
Richard  Hamilton,  John  Moores'  Liverpool 
Exhibition  7.  Walker  Art  Gallery. 


It  w  ould  be  ungracious  to  criticise  the  selec- 
tion. Any  jury  faced  with  1,900  entries  when 
there  was  only  space  to  hang  90  has  an  impossible 
task  even  over  the  ultimate  200,  and  since  there- 
is  so  much  partisanship  in  modern  art  circles  it 
must  have  an  emasculating  effect  on  the  final 
overall  impression.  This  was  indeed  the  case: 
although  I  thank  goodness  for  the  lack  of 
gimmicks,  I  would  like  to  have  seen  some  more 
assertive  bad-mannered  art  -  the  kind  of  un- 
inhibited final  statements  that  American 
painters  can  be  so  impressive  with. 


Some  Exhibitions 
in  March 


Gallery  artists  -  recent  acquisitions 

4  February  -  21  March  1970 
Zamboni 

31  March  -  25  April  1970 

Circle,  455  Fulham  Road,  S.W.10 

Cyprus  Contemporary  Art 

24  February  -  30  March 
Commonwealth  Institute  Art  Gallery, 
Kensington  High  Street,  W.i 

50th  Exhibition  of  Early  English 
Water-colours 

23  March  -  9  April  1970 
The  Fine  Art  Society  Ltd., 
148  New  Bond  Street,  W.i 

Julio  Gonzales  -  Sculpture 

10  March  -  4  April  1970 

Gimpcl  Fils,  50  South  Molton  Street,  W.i 

John  Wragg 

17  February  -  14  March  1970 
Trova 

March  -  April  1970 

Hanover  Gallery,  32a  St.  George  Street,  W.i 
Rodin 

24 January  -  5  April  1970 

Hay  ward  Gallery,  Belvedere  Road,  S.E.I 

(Arts  Council  exhibition) 

Picasso's  Erotic  Engravings 

March  1970 

Institute  of  Contemporary  Arts, 
Nash  House,  The  Mall,  S.W.i 

Larry  Poons  -  Paintings 

March  1970 

Kasmin  Ltd.,  6  Duke  Street,  St.  James's,  S.W.i 


12.  John  Gilroy.  A  lovely  day  for  a  Guinness. 
Study  for  a  poster.  Included  in  an  exhibition 
of  original  drawings  at  the  Upper  Grosvenor 
Gallery,  19  Upper  Grosvenor  Street,  W.I, 
22  January-14  February  1970. 


Old  Masters  of  Dutch,  Flemish  and  Italian 
Schools 

March  1970 

Leger  Galleries  Ltd.,  13  Old  Bond  Street,  W.i 

Barbara  Robinson 

12  February  -  7  March  1970 
Anthony  Fry 

12  March  -  4  April  1970 
New  Art  Centre,  41  Sloane  Street,  W.i 

John  O'Connor 

March  1970 
New  Grafton  Gallery, 
1  a  New  Grafton  Street,  W.i 

1,000  years  of  art  in  Poland 

3  January  -  2  March  1970 
Royal  Academy  of  Arts,  Burlington  House, 
Piccadilly,  W.i 

Paul  Hogarth 

4  March  -  26  March 

Royal  College  of  Art,  Kensington  Gore,  S.W.7 

Nairn  Tate 

3  March  -  21  March 
Daniel  Lang 

24  March  -  18  April 

A.  Tooth  &  Sons  Ltd.,  3 1  Bruton  Street,  W.i 

Visual  Variations 

3  March  -  27  March 

Trafford  Gallery,  119  Mount  Street,  W.  1 

Chinese  Art  (The  Mount  Trust  Collection 
formed  by  Capt.  Vivian  Bulkcley-Johnson) 
21  January  -  8  March  1970 
Victoria  &  Albert  Museum, 
South  Kensington,  S.W.7 

Robert  E.  Harris  -  Paintings 

3  March  -  26  March 

John  Whibley  Gallery,  22  Cork  Street,  W.i 

Intending  visitors  are  advised  to  check  exhibition 
details  with  the  gallery  before  making  a  special 
journey. 


122 


Art  News  in  Pictures 


Right.  This  Portrait  of  a  Young  Man,  believed  to  be  Giovanni 
di  Pierfrancesco  de'Medici,  by  Botticelli,  Mantagna's  Virgin 
and  Child  with  Donor  and  Rogier  van  der  Weyden's  Portrait, 
probably  of  Guillaume  Fillastre  are  three  pictures  from  the 
collection  of  the  late  Sir  Thomas  Merton  which  have  been 
loaned  to  the  National  Gallery,  London,  by  Lady  Merton. 


Above.  Further  evidence  of  the  close  artistic  connections 
which  existed  between  the  Rhineland  and  the  Netherlands  in 
the  seventeenth  century  is  given  in  this  self-portrait  of  the 
Delft  painter  Christiaen  van  Couwenbergh,  who  left  Delft  in 
1654  for  Cologne  where  he  lived  until  1669.  The  only  known 
portrait  which  records  his  Cologne  period,  it  has'recently 
been  acquired  by  the  Rheinische  Landesmuseum,  Bonn. 


Celebrating  its  fortieth  anniversary,  the  complete  issue  of  the 
current  Bulletin  of  the  Currier  Gallery  of  Art,  Manchester, 
New  Hampshire,  is  given  up  to  an  article  by  Franklin  W. 
Robinson  on  this  Banquet  of  Antony  and  Cleopatra  (98  75 
inches,  canvas)  by  Jan  de  Bray  (c  1627-1697)  which  has 
entered  the  museum's  collection.  Another  version  of  the 
Currier  painting  is  at  Hampton  Court. 


Books  Reviewed 


Distinctive,  insular  and  adaptable 


SICILIAN  BAROQUE:  By  Anthon)  Blunt, 
with  photographs  by  Tim  Benton.  (Wcidcn- 
feld  &  Nicolson.  70s.) 

SICILY  is  a  tragic  and  perhaps  an  accursed 
island.  Throughout  history  it  has  been  visited 
by  recurrent  invasions  and  annexations.  It  has 
been  subjected  to  devastating  earthquakes,  and 
bombardments.  Its  ruling  classes  have  been 
consistently  grasping  and  selfish.  Its  people  have 
been  indolent  and  fatalistic.  Sicilian  architecture 
has  from  the  earliest  times  been  influenced  by 
Norman.  Spanish.  Austrian  and  even  French 
overlords.  Assimilative  and  adaptable,  it  is 
nevertheless  extraordinarily  distinctive  and 
insular,  in  fact  Sicilian.  This  is  particularly  true 
of  the  Baroque  style  in  spite  of  its  multifarious 
foreign  extractions. 

Sir  Anthony  Blunt  divides  Sicilian  Baroque 
architecture  into  three  periods:  the  earliest  a 
naive  vernacular,  'marked  by  great  freedom  and 
fantasy'  of  detail  (lasting  from  the  late  16th  to 
the  late  17th  century);  a  middle  period  (c.  1700- 
25)  introduced  by  native  artists  who  had  been 
trained  in  Rome  and  Naples;  and  lastly,  a  fully 
developed  period  (c.  1725  onwards)  which  was 
the  inevitable  outcome  of  the  previous  one.  The 
reader  of  Sir  Anthony's  book  may  deduce  that 
the  three  outstanding  elements  of  Sicilian  Bar- 
oque are  inlaid  marble  decoration,  Serpotta's 
stucco  work,  and  the  external  staircases  of  the 
Palcrmitan  villas.  These  elements  are  wonder- 
fully original  and  inventive. 

Sicilian  Baroque  is  a  model  book — with  one 
exception,  to  be  referred  to  later.  Sir  Anthony 
admits  that,  although  it  is  the  first  of  its  sort,  it  is 
merely  exploratory,  and  that  no  definitive  work 
on  the  subject  can  be  undertaken  without  pro- 
longed pioneering  research  in  archives  as  yet 
unplumbed.  In  spite  of  the  obvious  difficulties 
he  encountered  in  obtaining  data,  he  has 
succeeded  in  writing  a  thesis  which  is  both 
original  and  stimulating.  Sir  Anthony  has 
taken  the  island  geographically  beginning  at  the 
north-east  corner  at  Messina,  and  concluding 
with  Palermo  and  its  environs  in  the  north- 
west. He  provides  a  useful  map  with  the  Preface. 

The  changes  of  regional  style  in  Sicily  are  as 
marked  as  the  variations  of  material,  which 
range  from  the  unsympathetic  grey  lava  stone 
of  Catania  to  the  sunny  primrose  of  Syracuse,  a 
mere  60  kilometres  away.  Architects  remain  as 
regional  as  they  are  variable.  Thus,  Vac- 
carini's  style  is  heavy,  hectic  and  angular, 
whereas  Gagliardi's  is  light,  smooth  and  plastic. 
Yet  the  two  men  were  near  contemporaries 
working  in  adjacent  regions. 

Text,  captions  and  notes  to  the  plates  arc- 
beyond  praise.  So  too  are  Mr.  Benton's  photo- 
graphs, in  themselves.  In  a  sense  they  are  too 
beautiful,  in  that  they  are  often  unrelated  to 


the  author's  text.  For  example,  Sir  Anthony 
in  making  an  interesting  criticism  of  the  facade 
of  Catania  cathedral  refers  the  reader  to  plate  28. 
On  consulting  the  plate  what  does  the  reader 
find?  A  tilted  detail  of  a  capital  and  some 
fragments  of  entablature.  Again,  textual  refer- 
ence to  the  terrace  on  which  the  Palazzo  Biscari 
is  built  is  met  by  one  window  and  part  of  a 
balustrade.  No  less  irritating  is  the  publisher's 
haphazard  order  of  listing  the  illustrations. 
After  number  28  comes  27,  then  30,  then  29, 
with  parenthetical  directions  in  which  direction 
each  plate  is  to  be  found — above,  opposite, 
right,  below.  This  too  familiar  trick  is  of  course 
very  'with  it',  but  also  very  contusing.  It  is 
already  rather  'old  hat',  and  with  luck  will  soon 
be  completely  out  of  date. — J.L-M. 

NURNBERGER  GOLDSCHMIEDE- 
KUNST  DES  MITTELALTERS  UND 
DER  DURERZEIT,  1240-1540:  Heinrich 
Kohlhaussen.  (Deutscher  Verlag  tiir  Kunst- 
wissenschatt.) 

THIS  massive  and  beautifully  produced  volume 
is  the  fruit  of  a  lifetime  of  study,  culminating  in 
six  years  of  concentrated  research,  of  Nurnbcrg 
goldsmiths'  work  by  a  distinguished  scholar,  who 
was  from  1937  to  1945  Director  of  the  Gcrman- 
isches  Nationalmuseum  at  Niirnberg.  This  book 
gives  an  entirely  new  picture  of  the  work  of  the 
earlier  Niirnberg  goldsmiths.  In  his  researches 
into  goldsmiths'  marks  Dr.  Marc  Rosenberg 
recorded  numberless  examples  of  Nurnbcrg 
goldsmiths'  work  dating  from  the  introduction 
of  makers'  marks  in  1541,  but  most  of  the  pre- 
1541  pieces  have  hitherto  gone  unrecognised. 
As  against  the  59  marked  pieces  before  1 541 
listed  by  Rosenberg,  Kohlhaussen  catalogues 
344  pieces,  both  marked  and  unmarked,  as  well 
as  157  seals.  Whereas  hitherto  Niirnberg  gold- 
smiths' work  of  the  first  half  of  the  sixteenth 
century  has  been  known  by  a  few  exceptional 
objects  such  as  the  Schliisselfeld  ship,  the  Pfinz- 
ing  enamelled  gold  cup  and  the  Holzschuher 
coconut  cup,  all  three  long  displayed  in  the 
Germanisches  Nationalmuseum,  we  are  now 
given  a  clear  picture  of  the  manner  and  the 
splendid  achievements  both  of  the  Krug  family 
and  of  the  Peter  Flotner  and  Melchior  Baier 
partnership. 

It  may  seem  at  first  sight  difficult  to  account 
tor  the  dates  chosen  to  begin  and  conclude  this 
work.  No  Niirnberg  goldsmiths'  work  made 
before  the  fourteenth  century  is  known,  even  to 
the  author,  and  the  year  1 540  brings  the  study 
well  beyond  the  period  of  Gothic  style  in  Niirn- 
berg silver.  The  justification  of  the  first  date  is 
to  be  found  in  the  inclusion  of  the  art  of  the 
seal-die  cutter,  which  is  closely  related  to  that  of 


the  goldsmith  and  can  in  the  case  of  Niirnberg 
be  illustrated  by  examples  dating  back  as  far  as 
the  mid-l3th  century.  The  concluding  date  is 
determined  by  the  introduction  of  the  obliga- 
tion on  the  goldsmith  to  stamp  his  mark  on  the 
vessels  he  sold.  In  identifying  early  Niirnberg 
silver  Dr.  Kohlhaussen  had  to  face  not  only  the 
problem  of  the  absence  of  makers'  marks  but, 
in  the  case  of  at  least  a  third  of  the  pieces  dis- 
cussed, of  the  absence  even  of  the  town  mark, 
the  one  distinguishing  feature  that  makes 
possible  a  definite  attribution.  In  a  great  many 
cases,  therefore,  the  attribution  to  Niirnberg  is 
based  on  style-criticism,  an  essential  but  not  an 
invariably  reliable  weapon  of  the  art-historian. 
The  author  gives  his  reasons  for  such  attribu- 
tions with  great  authority  and  in  considerable 
detail  and  there  are  very  few  that  are  not  entirely 
convincing.  One  such  is  the  covered  cup  in  the 
Bayerisches  Nationalmuseum,  Kohlhaussen  no. 
487;  this  bears  the  Antwerp  town  mark  and  the 
date-letter  N,  formerly  thought  to  be  that  for 
1574  but  now  attributed  to  the  year  1546-7.  In 
order  to  justify  its  inclusion  the  author  suggests 
that  the  Antwerp  mark  was  added  to  an  un- 
marked Niirnberg  shield  in  1574  when  a  new 
shield  was  placed  on  the  finial  of  the  cover. 
Dr.  Kohlhaussen  is  of  course  right  in  recognis- 
ing Niirnberg  style  in  this  cup,  but  was  perhaps 
unaware  of  the  re-interpretation  of  the  Antwerp 
date-letter  series.  Surely  the  same  explanation 
that  he  adduces  in  the  case  of  the  very  similar 
Bullinger  cup  in  the  Zurich  Landesmuseum 
must  apply  here.  This  latter  cup  bears  the 
Strasbourg  town  mark  and  Dr.  Kohlhaussen 
suggests  that  it  was  made  about  1534-40  by  a 
goldsmith  who  had  learnt  his  trade  in  Niirnberg 
or  obtained  patterns  from  that  city.  If  Niirn- 
berg-trained  goldsmiths  could  find  their  way 
to  Strasbourg  they  could  have  moved  on  to 
Antwerp,  then  one  of  the  main  centres  of  the 
craft. 

The  magnificent  series  of  738  illustrations, 
which  alone  give  this  book  a  leading  place  in 
the  existing  literature  of  the  gi  >ldsmiths"  art.  are. 
one  suspects,  likely  to  lead  to  a  great  many  more 
attributions  to  the  Niirnberg  masters.  Here 
some  caution  is  called  for.  Thus  the  'hit  and 
miss'  ornament  which  can  be  seen  on  many  of 
the  Niirnberg  vessels,  including  the  Ptinzing 
cup,  can  also  be  found  on  contemporary  Eng- 
lish silver.  While  it  is  customary  to  speak  of  the 
style  that  was  introduced  shortly  after  the  con- 
cluding date  of  this  book  as  'international 
Mannerism",  it  should  not  be  forgotten  that 
international  uniformity  can  also  be  found  in 
Renaissance  silver.  A  piece  of  international  type- 
is  the  Hohenlohe  beaker  in  the  Treasury  of  the 
Deutsches  Ritter  Orden,  Kohlhaussen  no.  481, 
the  design  of  w  hich  is  derived  from  an  etching 
by   Albrecht  Altdorfer,   whose  works  were 
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available  to  goldsmiths  not  only  in  Germany  but 
also  abroad  as  well.  Its  attribution  to  Niirnberg 
seems  to  be  somewhat  speculative. 

Most  students  and  collectors  of  German 
Renaissance  silver  will  probably  have  their  own 
additions  to  make  to  the  catalogue,  comprehen- 
sive though  it  is.  This  reviewer  would  like  to 
suggest  the  coronation  sword  of  King  Sigis- 
mund  I  of  Poland,  the  hilt  and  scabbard  of  which 
are  of  silver  gilt  engraved  with  a  combination 
of  late  Gothic  thistle  foliage  and  Renaissance 
ornament.  This  sword  was  removed  from  the 
Polish  Treasury  in  the  castle  of  Wawel  after 
the  Third  Partition  of  Poland,  was  displayed 
between  the  wars  in  the  castle  of  Monbijou 
in  Berlin  and  after  passing  through  a  London 
private  collection  is  now  back  again  in  its 
rightful  place  in  Cracow.  Sigismund  was  an 
important  patron  of  the  Niirnberg  goldsmiths, 
especially  of  Melchior  Baier  and  it  seems  very 
likely  that  his  first  commission  as  king  of  Poland 
would  also  have  gone  to  a  Niirnberg  master. 

An  important  feature  of  this  book  is  the  large 
number  of  original  designs  for  silver  that  are 
illustrated.  Those  by  Diirer,  Altdorfer  or  by 
Flotner  are  already  well  known,  but  Dr.  Kohl- 
haussen  has  found  in  the  Print  Rooms  of  Europe 
a  great  haul  of  hitherto  unpublished  drawings. 
The  well  known  pictorial  inventory  of  the 
Reliquary  collection  of  Archduke  Albrecht  of 
Brandenburg  (Hallesches  Heiltumsbuch)  is  also 
carefully  re-examined  and  a  number  of  Niirn- 
berg pieces  recognised  in  it. 

The  leading  role  of  Niirnberg  goldsmiths  in 
the  second  half  of  the  16th  century  under  the 
dominating  influence  of  three  generations  of  the 
Jamnitzer  family  has  long  been  known,  now  as 
the  result  of  the  author's  researches  we  are  able 
to  realise  the  full  significance  of  their  achieve- 
ments during  the  preceding  century  and  a  halt. 
-J.F.H. 


FRENCH  WATERCOLOURS  OF  TFLE 
18th  CENTURY:  By  Philippe  Huisman. 
(Thames  &  Hudson.  5  gns.) 

L'OEUVRE  DESSINE  DE  FRAGON- 
ARD:  By  A.  Ananoff.  (F.  de  Nobele,  Paris.) 

THE  art  of  watcrcolour  has  traditionally  been 
so  unfashionable  in  France  that  even  in  the 
reign  of  Louis  XIV  there  was  no  French  word 
for  it.  It  was  not  until  Louis  XVI  and  the 
Revolution  that  watercolour  began  to  flourish, 
however  modestly,  in  France,  and  even  then 
it  was  mostly  the  non-Establishment  painters 
who  used  it:  the  big  men  of  the  day  thought  it 
beneath  their  dignity.  As  M.  Huisman  points 
out  in  his  admirable  introductory  essay,  no 
watercolours  are  to  be  found  by  Claude  or 
Poussin,  Chardin  or  Watteau.  While  in  Eng- 
land watcrcolour  painting  was  becoming  an 
independent  art,  in  France  it  struggled  along  as 
a  private,  decorative  amusement  until  Delacroix 
enlarged  its  purpose  and  status.  The  examples 
brought  together  in  M.  Huisman's  book  arc 
therefore  miscellaneous  and  uneven.  Only  a 
few  of  them  are  even  in  pure  watercolour:  the 


majority  are  in  mixed  media  or — as  in  the  case 
of  Charlier,  Baudouin,  Duranieau,  Moreau — 
in  gouache.  Of  the  very  few  watercolours  pure 
and  simple,  one  of  the  most  striking  is  a  design 
for  a  theatre  at  Versailles  by  Hubert  Robert. 
But  the  general  effect  of  the  plates  is  of  a  briefly 
charming  curiosity,  no  more. 

An  exception  might  be  made  of  two  draw- 
ings by  Fragonard:  one  of  an  empty,  tumbled 
bed,  the  other  a  Toilette  of  Venus.  The  qualities 
which  these  two  drawings  reveal — quick,  clean 
certainty  ot  execution,  vivacious  imagination — 
are  splendidly  illustrated  in  the  third  volume  of 
M.  Alexandre  AnanofT's  definitive  catalogue 
of  the  Fragonard  drawings.  There  are  over  250 
monochrome  plates  to  help  justify  the  opinion 
of  Diderot,  writing  in  1767,  that  'passion  deals 
only  in  sketches'. — D.T. 


STORIA  DEL  COSTUME  IN  ITALIA. 
Vol.  IV:  By  Dr.  Rosita  Levi  Pisetzky. 
(Milan.  Istituto  Editoriale  Italiano.  432  pages, 
with  149  full-page  illustrations,  and  75  plates 
in  colour.  Lire  40,000.) 

THE  history  of  the  Italian  states  during  the 
1 8th  century  is  not  very  well  known  except  to 
specialists;  it  is  remarkable  for  the  disappearance 
of  the  great  dynasties,  the  Medici,  Gonzaga, 
Farnese  and  Este,  and  the  continuance  of  muni- 
cipal administration  until  it  fell  in  the  upheavals 
at  the  time  of  the  French  Revolution  and  the 
Napoleonic  invasion.  In  costume,  the  French 
influence,  maintained  by  the  travels  of  the 
fashion  doll,  continued  through  the  first  halt  ot 
the  century,  but  was  then  undermined  by  the 
English,  at  any  rate  as  far  as  concerned  men's 
dress,  for  the  Italian  cities  were  acquainted  with 
young  Englishmen  and  their  tutors  as  well  as 
artists  and  architects,  all  of  whom  affected 
informal  styles. 

In  this  volume  Dr.  Levi  Pisetzky  continues  to 
make  full  use  of  satire,  drama  and  memoirs;  her 
list  of  hundreds  of  trousseaux  with  full  library 
references  covers  8|  pages,  surely  a  large  enough 
quarry  for  research  workers  in  the  future.  As 
before,  sumptuary  legislation  is  listed  topo- 
graphically and  instances  given  of  its  enforce- 
ment. One  curiosity  of  social  history  stands  out, 
the  cicisbeo  the  'cavalier  serventc'  often  named 
in  marriage  contracts;  he  alone,  dressed  extra- 
vagantly, was  allowed  to  accompany  a  married 
lady. 

In  times  of  change  some  cities  were  conserva- 
tive, retaining  magisterial  robes  yet  admitting 
the  full  powdered  wig;  Venetian  women,  below 
a  certain  civic  level,  must  wear  black  after 
the  first  year  of  their  marriage,  so  much  so 
that  foreigners  could  almost  mistake  them  for 
widows.  As  for  the  men,  a  Palermo  senator 
in  his  portrait  dated  1731  (PI.  119)  might  be 
thought  to  be  wearing  a  justaucorps  of  1680, 
while  the  long  Venetian  cloak  {tabarro)  in  red  or 
black,  lasted  in  fashion  right  through  the 
century. 

The  variation  in  names  for  garments  is  a 
severe   test   for   the   reader's   knowledge  of 


Italian.  The  lady's  open  froi  {manto) 
becomes  the  andrienne,  a  Frei  1  not 

found  in  M.  Lcloir's  Costume  I  )ii 
the  jacket  of  the  mid-centur . 
chino,  cotus,  or  petanler.  The  man's 
ally  marsina,  is  the  vv\ada  of  Venn 
giambi'rga  of  Southern  Italy;  the  cut-j 
lish  coat  for  riding  may  be  jrack. 
milordino  to  judge  from  the  inventories  i 
the  steinkirk  appears  in  1749  as  a  woman 
kerchief  called  stiricherchen. 

The  illustrations,  superbly  reproduced,  cover 
the  whole  century  and  while  suitable  subjects 
are  easily  found  in  mid-century  when  Pietro 
Longhi  was  depicting  all  ranks  of  society,  there 
is  a  good  selection  for  1700-20  when  dated 
portraits  are  usually  hard  to  find. 

Special  attention  is  drawn  to  Italian  materials, 
to  the  struggle  to  introduce  the  English  stock- 
ing-knitting machinery,  and  to  local  records  of 
weaving  silks  in  Rcggio  Emilia  and  at  the 
Colonia  di  San  Leucio  near  Naples.  Help  to  the 
lace  industry  was  given  by  the  wearing  of 
ruffles,  also  of  the  bautta,  the  masquerade  hood 
of  black  silk  which  had  a  deep  shoulder  fringe 
of  black  lace.  One  could  wish  that  more  was 
known  about  the  actual  embroidering  in  the 
piece  of  the  velvet  coats  and  white  satin  waist- 
coats which  became  regulation  wear  in  the 
Courts  of  Europe.  There  are  also  sections  deal- 
ing with  costume  accessories,  jewellery,  uni- 
forms, festivals,  and  peasant  dress,  which  became 
most  elaborate  in  the  more  prosperous  regions 
of  the  north. 

The  final  chapter  describes  the  great  changes 
in  the  last  decade  of  the  century.  Neo-classicism 
had  affected  architecture  and  furniture  much 
earlier,  but  the  high-waisted  muslin  dresses  we 
associate  with  Reynolds  and  Romney's  por- 
traits are  hardly  recorded  before  1790  when 
Madame  Vigee  le  Brun  came  to  Naples  (Emma 
Hamilton  was  already  there). 

In  North  Italy  the  revolutionary  infection 
spread  quickly,  and  from  the  wearing  ot  cock- 
ades sprang  the  Italian  national  colours,  red, 
white  and  green.  After  the  French  invasion, 
Napoleon,  whose  heredity  we  are  apt  to  forget, 
enjoyed  his  stay  in  Milan  and  sent  to  Josephine 
in  July  1796  (the  spelling  is  his) 

'una  belle  jupc  de  tafetas  de  Florence,  se  sera 
pour  les  dimanches  et  les  jours  011  tu  te  tais 
belle'. 

Alarm  in  the  south  was  considerable,  where 
pantaloons  as  a  new  fashion  had  aroused  ecclesi- 
astical suspicion,  and  at  Palermo  the  Abbe 
Carnclla  was  arrested  and  sent  to  a  monastery 
for  'improper  dress'  (abuso  di  uestire).  In  1799, 
following  reports  from  the  President  ot  Sicily, 
King  Ferdinand  himself  wrote  to  express  his 
regret  on  seeing  new  strange  hair  styles  without 
powder  (presumably  the  'Brutus'  fashion  already 
forbidden  in  Milan)  and  a  ban  was  imposed 
upon  these,  upon  beards,  and  upon  the  wearing 
of  pantaloons. 

With  the  publication  of  this  volume  I  )r.  Levi 
Pisetzky's  notable  and  uniquely  detailed  history 
of  Italian  dress  ncars  its  close;  the  final  volume 
will  deal  with  the  19th  century  and  contain  the 
indexes  so  necessary  for  a  work  on  this  scale. 
J.L.N. 


NORWEGIAN     ROMANESQUE  D> 
COR  ATI  VE  SCULPTURE  1090-1210: 
By  Martin  Blindheim.  (Alec  Tiranti.  £2.) 

THE  record  of  Norwegian  Romanesque 
decorative  sculpture  is  one  ol  rich  and  varied 
interest.  A  number  of  factors  at  the  turn  ol  the 
1  ith  and  12th  centuries  combined  to  produce  a 
great  burst  of  building  activity  in  Norway.  The 
kings  became  active  patrons  while  the  intro- 
duction of  tithes  provided  the  church  itselt 
with  the  means  to  begin  a  large  building 
programme  made  necessary  anyway  by  a 
rapidly  grow  ing  population. 

When  the  Inst  building  m  cut  stone  began  in 
Norway  at  Trondheini  in  loyo  the  foreign 
masons  brought  to  the  north  not  only  their 
skills  but  also  the  Romanesque  style  ot  western 
Europe.  Thereafter  the  story  becomes  one  ot 
repeated  stimulation  as  work  at  Bergen, 
Stavanger  ami  Lund  provided  further  Roman- 
esque motifs  tor  the  native  wood-carvers  to 
absorb  into  their  indigenous  styles.  Anglo- 
Norman,  Rhenish  and  Lombard  influences  all 
made  themselves  felt  and  can  be  traced  in 
surviving  work. 

The  long  established  craft  of  wood-carving 
responded  magnificently  both  to  the  oppor- 
tunity that  a  large  church  building  programme 
offered  and  to  the  stimulus  of  the  new  style  on 
view  in  the  urban  centres.  The  outcome  was  an 
original  contribution  to  European  sculpture: 
the  carved  doorways  of  the  stave  churches.  The 
style  of  these  truly  novel  creations  was  the 
result  of  a  genuine  fusion  of  foreign  urban 
culture  and  an  indigenous  tradition  of  artistry 
and  craftsmanship.  For  a  period  of  over  50  years 
the  master  door  carvers  made  splendid  use  ot 
their  opportunity. 

The  translation  reads  a  little  awkwardly  in 
places  and  one  could  have  wished  perhaps  for 
a  fuller  discussion  of  rather  fewer  examples.  The 
photographs  are  very  fine. — G.J.H-S. 

TREASURES     OF     SWEDISH  ART 

Edited  by  Pontus  Crate.  Published  by 
Allhem,  Mahno.  Issued  in  this  country  by 
Kay  &  Ward  Ltd.  at  £5. 

HERE  is  a  stimulating  introduction  to  Swedish 
art  that  starts  with  early  carvings  from  about 
2000  B.C.  and  leads  through  to  the  20th 
Century.  The  early  figurative  steles  and  the 
rune  stones  leave  a  haunting  impression  on  the 
mind.  The  limestone  cut  in  bas-relief  and  carved 
was  probabh  originalh  painted  with  vivid 
colours;  the  tiny  figures  with  the  action  they 
represent  seem  wholly  part  of  the  country  of 
their  origin,  owing  little  to  outside  influences. 
The  full  significance  of  these  scenes  has  still  not 
been  interpreted,  but  it  is  possible  to  pick  out 
motifs  from  the  great  hero-sagas  and  Nordic 
mythology.  The  text  and  illustrations  devoted 
to  the  gold  and  bronze  ornaments  underline  the 
skill  of  the  Swedish  metalsmiths  and  bring  a 
clear  view  of  the  strange  world  of  design  and 
applied  decoration  beloved  by  these  people. 
These  craftsmen  were  masters  of  their  craft  and 
geniuses  of  invention.  Abstract  patterns  swirled 


with  life;  human  and  animals  forms  take  on  a 
wild  virile  appearance.  These  art  forms  from 
2000  B.C.  to  A.D.  1000  arc  fantasies  of  creation, 
which  have  all  the  strength,  vigour  and  mysti- 
cism of  the  early  marauders  from  the  north. 

The  wood  carvers  had  an  individual  approach, 
which  is  characteristic  ot  their  environment. 
The  baptismal  font  from  Alnci  typifies  the 
craftsman's  understanding  of  his  material.  The 
bow  l  is  decorated  with  rich  interlacing  pattern; 
here  the  recurring  dragons  and  serpents  have 
been  replaced  by  intertwined  branches,  which 
represent  Paradise  around  the  figures  of  Christ 
and  His  archangels.  Worked  in  A.D.  1200  the 
tout  shows  signs  of  belonging  to  a  world 
already  submitted  to  the  Divine  Order. 

Through  to  this  century  painters  ot  the 
quality  of  Ivan  Agueli  and  Carl  Kylberg  show 
themselves  as  rich  strong  colourists,  powerful 
in  their  imagery.  There  arc  the  evocative  folk 
carvings  of  Axel  Petersson  in  contrast  to  Un- 
sophisticated romantic  strength  of  Carl  Milles. 
Superbly  illustrated  with  fine  colour  and  black 
and  white,  this  is  a  well  balanced  glimpse  into 
the  creative  heart  of  a  country. — J.F.M. 

BOOK  PRODUCTION  NOTES 

by  Ruari  McLean 

George  Cruikshank  and  Lovat  Fraser 

TWO  extremely  valuable  Exhibition  Cata- 
logues recently  published  are  The  Illimitable 
George  Cruiksliank,  from  the  University  of 
Louisville  Libraries,  Louisville,  Kentucky,  and 
Claud  Lovat  Fraser,  from  The  University  of 
Hull. 

The  former  is  a  finely  produced  booklet  of 
some  70  pages  in  9-9  inches  format,  designed 
by  Julius  Friedman  and  Nathan  Fclde,  printed 
in  the  high  quality  offset  that  is  more  often 
found  in  American  publications  than  in  British. 
It  is  set  in  'Optima',  and  well  illustrated,  mostly 
with  hitherto  unpublished  Cruikshank  draw- 
ings in  the  David  Borowitz  collection  from 
which  the  Exhibition  was  drawn.  There  is  a 
full  and  scholarly  bibliography,  probably  the 
best  that  has  ever  yet  appeared  on  Cruikshank. 

The  Lovat  Fraser  Exhibition,  held  by  the 
University  of  Hull  in  the  Middleton  Hall,  was 
drawn  from  Mrs.  Grace  Lovat  Fraser's  collec- 
tion ot  her  husband's  work.  The  catalogue, 
measuring  9]  7]  inches,  is  well  illustrated 
with  excellent  offset  reproductions  from  draw- 
ings, sketches  and  photographs,  mostly  hitherto 
unpublished,  and  also  contains  new  information 
and  a  newly  written  Biographical  Note  by  Mrs. 
Fraser.  It  was  compiled  and  edited,  with  a  study 
ot  three  of  the  artist's  sketch  books,  by  Malcolm 
Easton.  Lovat  Fraser,  who  died  in  1921  aged 
only  31,  was  an  enchanting  artist  whose  work 
still  has  magical  power,  and  any  new  informa- 
tion about  him  is  welcome.  Copies  of  the 
catalogue  may  be  obtained  from  the  University 
Art  Collection,  The  University,  Hull,  12s.  6d. 
plus  postage. 

British  Museum  limited  edition 

THE  British  Museum  (Natural  History)  has 
published  a  sumptuous  volume  Forty  Drawings 


q)  iishes  made  by  the  Artists  who  accompanied 
Captain  James  Cook  on  his  Three  Voyages  to  tlie 
Pacific,  etc.,  in  an  edition  of  750  copies  at  £21 
per  copy.  The  page  size  is  17^  x  11  inches  and 
there  arc  36  plates  in  colour  collotype  by  the 
Cotswold  Collotype  Company,  reproducing 
drawings  by  Parkinson,  Forster,  Sporing  and 
Buchan,  with  a  text  by  P.  J.  P.  Whitehead.  The 
artistic  interest  of  the  drawings  is  not  high  but 
the  volume  will  no  doubt  be  of  interest  to 
marine  biologists. 

BOOKS  RECEIVED 

The  Art  of  Illumination:  an  anthology  of 
manuscripts  from  the  sixth  to  the  six- 
teenth century:  By  P.  D'Ancona  and  E. 
Acschlimann.  235  pages,  145  illustrations  and 
24  colour.  London:  Phaidon  Press.  150s. 

The  Gun  Founders  of  England:  By  Charles 
ffoulkes.  Reprint.  134  pages,  15  plates  and 
38  line  drawings.  London:  Arms  and  Armour 
Press.  85s. 

The  Grand  Tour:  By  Christopher  Hibbert. 

255  pages,  150  illustrations  and  17  colour. 

London:  Weidenfeld  and  Nicolson.  70s. 
The  Renaissance  Discovery  of  Classical 

Antiquity:  By  Roberto  Weiss.  222  pages, 

16  plates.  London:  Basil  Blackwell.  55s. 
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The  American  Connoisseur 


Yellow-glazed  English 
earthenware  -  in  the  Leon 
collection  at  the  Smithsonian 

J.  JEFFERSON  MILLER  II 


DURING  the  late  eighteenth  and  early  nineteenth  centuries, 
manufacturers  of  English  earthenware  substantially  extended 
their  decorative  repertoire.  New  or  improved  production  tech- 
niques in  the  potteries  appeared  in  conjunction  with  stylistic 
changes  attendant  to  the  rise  and  subsequent  elaboration  of  neo- 
classicism.  The  development  of  transfer  printing,  lustre  painting, 
resist  and  stencil  techniques,  and  a  variety  of  new  glazes  are  all 
examples  of  attempts  to  keep  earthenwares  competitive  in  Eng- 
land's increasingly  complex  home  and  export  markets.  The  per- 
fection and  limited  use  of  an  overall  yellow  glaze  represents  one 
such  effort  by  a  number  of  English  potteries  seeking  to  achieve 
more  variety  in  the  decoration  of  their  products. 

Visually  striking  and  noticeably  rare  and  expensive  in  today's 
antique  market,  yellow-glazed  English  earthenware  (frequently 
termed  'canary  yellow'  or  'canary  lustre')  has  received  scant 


attention  from  ceramics'  historians.  The  probable  reason  for  this 
neglect  lies  in  the  fact  that  opportunity  for  study  has  been 
severely  limited,  as  no  reasonably  comprehensive  collection  of 
yellow-glazed  earthenware  has  been  assembled  either  privately 
or  by  any  museum.  Only  within  the  last  decade  has  a  major 
collection  of  these  wares  been  made.  Mr.  and  Mrs.  Jack  L.  Leon 
of  New  Milford,  Connecticut,  have,  within  the  span  of  a  few 
years,  brought  together  over  five-hundred  pieces  of  English 
yellow-glazed  earthenware.  This  splendid  collection,  which  is 
being  given  to  the  Smithsonian  Institution  by  Mr.  and  Mrs.  Leon, 
now  makes  the  study  of  these  distinctive  ceramics  possible. 
Ranging  from  strongly  modelled  figures  to  simple,  utilitarian 
wares,  these  yellow-glazed  pieces  properly  can  be  denoted  as  a 
special  category  of  English  ceramics  of  the  period. 

Little  more  than  speculation  can  be  involved  in  any  attempt 
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to  establish  the  antecedents  or  prototypes  of  these  yellow-glazed 
wares.  Chinese  porcelains  with  yellow  grounds  were  not  uncom- 
mon during  the  K'ang  Hsi  period.  Yellow  grounds  were  intro- 
duced at  Meissen  as  early  as  the  late  i  720s  and  were  subsequently 
employed,  to  a  limited  extent,  by  a  number  of  major  continental 
factories  including  Nymphenburg  and  Sevres.  In  eighteenth- 
century  England,  a  major  colour  for  slip-decorated  wares  ranged 
from  cream  to  yellow.  Josiah  Wedgwood  was  most  interested  in 
achieving  a  yellow  glaze  early  in  his  career,  and  the  brilliant 
yellow  found  on  the  earthenwares  moulded  in  imitation  of  pine- 
apples attest  to  Wedgwood's  (and  perhaps  other  potters  as  well) 
success.  Finally,  the  yellow  grounds  used  at  Worcester  during  the 
factory's  first  period  merit  serious  consideration.  Some  of  these 


colourful  ceramics  might  have  served  as  inspiration  for  the 
yellow-glazed  earthenwares  considered  here,  but  firm  causative 
evidence  is  lacking.  Further,  a  major  distinction  must  be  noted 
insofar  as  these  European  ceramics  with  yellow  grounds  were 
not  overall  yellow  (inside  and  outside)  while  much  of  the  English 
yellow-glazed  earthenware  is  yellow  overall.  This,  indeed,  is  a 
criteria  for  the  pieces  comprising  the  Leon  Collection.  Thus,  the 
decoration  on  the  wares  discussed  in  this  article  is  invariably  over 
an  overall  yellow  ground.  Though  not  supported  by  documen- 
tary evidence,  it  is  not  unreasonable  to  infer  that  a  strong  yellow 
was  the  best  possible  colour  for  providing  a  suitable  ground  for 
all  types  of  ceramic  decorations. 

The  scarcity  of  surviving  pieces  of  English  yellow-glazed 


1.  Jug,  probably  Cambrian  Pottery,  Swansea,  c.  1825.  Transfer-printed  decoration.  Height  5^  inches. 
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earthenware  today  suggests  that  comparatively  small  amounts  of 
it  were  manufactured.  A  paucity  of  contemporary  references 
tends  to  confirm  this  thesis,  though  occasional  recipes  for  a 
yellow  glaze  do  appear  in  the  meagre  documentary  sources  that 
have  come  down  to  us.  Lawrence  Harrison,  an  independent 
decorator  working  in  Liverpool,  gave  one  such  formula  to  John 
Sadler,  the  ceramic  printing  entrepreneur,  in  February  of  1767. 
Harrison  listed  the  following  proportions  and  ingredients  for  a 
yellow  glaze:1  Litharge  9;  Antimony  6;  Lead  and  Tin  ashes  3. 

Other  recipes  for  yellow  glazes  used  at  the  Herculaneum 
Pottery  in  Liverpool  have  been  retained  in  the  records  of  that 
factory  that  have  survived.2  Though  the  documentary  evidence 
is  indeed  sparse,  as  will  be  shown,  a  number  of  the  more  im- 
portant producers  of  English  earthenware  during  the  period 
1 780-1 830  made  at  least  some  pottery  with  an  overall  yellow 
glaze.  Further,  and  perhaps  of  more  significance,  these  yellow- 
glazed  wares  can  be  found  in  practically  every  form  in  which 
the  far  more  common  cream-coloured  wares  were  manufactured. 
Essentially,  the  yellow-glazed  wares  were  nothing  more  than 
cream-coloured  earthenwares  (or  the  later,  more  refined  bodies 
used  for  much  of  the  'pearl  ware')  covered  overall  with  a  yellow 
lead-glaze  ranging  in  hue  from  pale  to  deep  yellow.  Though 
form  and  decorative  style  indicate  that  most  yellow-glazed 
wares  were  made  between  1800  and  about  1830,  some  pieces 
can  be  assigned  a  late  eighteenth-century  date.  The  pair  of  melon 
tureens  (sec  colour,  No.  3)  are  marked  LEEDS  *  POTTERY. 
This  mark  is  considered  an  early  one  that  was  probably  used 
from  about  1 775-1 790. 3  The  design  for  these  tureens  is  included 
in  the  Leeds  pattern  book,  first  published  by  the  Leeds  pottery 
in  1783.  '  The  firm  ofjosiah  Wedgwood  constantly  experimented 
as  it  searched  for  wares  that  would  sell  at  home  and  abroad.  A 


small  teapot,  yellow  all  over  and  edged  in  green  (see  colour, 
No.  4),  is  marked  Wedgwood,  and  probably  dates  from  about 
1785.  Though  marked  Wedgwood  yellow-glazed  earthenware 
is  so  rare  that  it  has  received  practically  no  mention  (to  the 
author's  knowledge)  in  the  extensive  literature  on  Wedgwood, 
there  seems  little  reason  to  suspect  the  genuineness  of  the 
known,  marked  pieces.  However,  the  possibility  that  these 
represent  factory  experiments  or  outside  decoration  cannot  be 
wholly  discounted. 

Legitimately  marked  pieces,  of  course,  serve  as  keystones  for  the 
ceramic  historian.  During  the  period  [800-30,  several  marked 
pieces  of  yellow-glazed  earthenware  support  the  thesis  that  these 
ceramics,  though  produced  in  limited  quantities,  were  made  by 
a  number  of  potteries  in  England's  major  ceramic  centres.  In 
addition  to  Leeds  and  Wedgwood,  yellow-glazed  earthenware 
impressed  or  printed  with  the  early  nineteenth-century  marks 
of  a  number  of  important  manufacturers  help  to  till  out  the 
picture.  These  include  Enoch  Wood  &  Sons,  the  Rockingham 
Pottery  (Brameld),  St.  Anthony's  Pottery  (Sewell  and  later 
Sewell  and  Donkin),  Shorthose  &.  Co.,  the  Sunderland  Pottery, 
and  Thomas  Fell. 

In  addition  to  marked  examples,  a  number  of  yellow-glazed 
wares  mirror  the  form  or  decoration  of  plain,  cream-coloured 
earthenwares  of  known  origin  with  sufficient  exactness  to  permit 
attribution  on  the  basis  of  careful  comparison.  The  rare,  footed 
punch  bowl  (No.  1)  duplicates  a  cream-coloured  one  made  at 
the  Cambrian  Pottery,  Swansea  about  [824-31. 5  The  form  of 
these  pieces  as  well  as  the  identical,  relief-moulded  decoration 
suggests  that  they  share  a  common  origin.  In  the  same  manner, 
a  number  of  other  unmarked  pieces  of  yellow-glazed  earthen- 
ware can  be  assigned  a  Swansea  provenance  (Cambrian  or 
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5-  Jug.  probably  Garrison  Pottery,  Sunderland,  c.  1815.  Transfer-printed  and  enamel-painted  decoration.  Height  7  inches. 


Glamorgan  Potteries).  These  include  jugs,  plates  and  figures.  A 
representative  piece  that  can  be  attributed  (with  some  reasonable- 
ness) to  the  Cambrian  Pottery  in  Swansea  is  a  jug  transfer 
printed  with  a  Prince  of  Wales  feather  design  (No.  2).  Similar 
in  shape  and  in  the  foliate  border  design  on  the  neck  to  known 
Cambrian  Pottery  jugs,  the  printed  decoration  is  identical  to  the 
Prince  of  Wales  feather  design  engraved  for  the  pottery  by 
Thomas  Rothwell  who  worked  in  Swansea  during  the  1820s.'' 
An  interesting  example  of  analogous  yellow-glazed  and  cream  - 
coloured  pieces  can  be  seen  in  a  handsome  jug  decorated  with 


red  transfer  prints  of  rural  scenes  (No.  5).  In  form  and  decoration, 
this  is  similar  to  the  distinctively  shaped  jugs  manufactured  in 
Sunderland  by  the  Garrison  Pottery  from  about  1807  to  1819 
under  the  proprietorship  of  J.  Phillips.  The  simple  linear  borders 
around  the  cylindrical  necks  of  these  jugs,  with  thick  concentric 
bands  at  top  and  bottom  and  a  thin  band  circling  the  middle  of 
the  neck,  are  typical  of  the  Garrison  Pottery. 7  An  especially  large 
overall  yellow-glazed  jug  (No.  6),  moulded  with  quilted  dia- 
monds which  are  alternately  painted  in  silver  lustre,  may  reason- 
ably be  attributed  to  the  Lane  End  Pottery  of  Thomas  Harlcy. 
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Under  Harley's  ownership,  from  about  1802-08,  this  pottery 
evidently  produced  a  large  number  of  these  so-called  'Harlequin' 
jugs  and  some  bear  the  impressed  marks  HARLEY  or  T. 
HARLEY.  Though  most  of  the  surviving  Harlequin  jugs  are  of 
plain  cream-coloured  ware  with  silver  lustre  on  the  alternating 
diamonds,  some  other  yellow-glazed  examples  are  known.  An 
unmarked  cream-coloured  Harlequin  jug  of  identical  size  as  the 
Leon  piece  is  in  the  collections  of  the  Chicago  Art  Institute. 

Though  marked  yellow-glazed  earthenware  from  Liverpool's 
Herculaneum  pottery  (after  c.  1796)  has  not,  as  yet,  come  to  light, 
there  is  substantial  evidence  to  support  the  attribution  of  certain 
yellow-glazed  pieces  to  that  factory.  A  yellow-glazed  mug 
(No.  7)  in  the  Leon  Collection  is  decorated  with  a  striking 


transfer  print  of  a  bird  perched  on  a  tipped  basket  of  fruit.  This 
same  print  in  black,  signed  Sadler  and  Green,  appears  on  a 
Herculaneum  jug.8  This  particular  design  is  of  further  interest  as 
it  is  clearly  derived  from  an  earlier  Robert  Hancock  print  pub- 
lished in  The  Ladies'  Amusement  and  also  printed  on  Worcester 
porcelain.9  Another  type  associated  with  the  Herculaneum 
Pottery  is  a  cream-coloured  earthenware  oval  medallion  printed 
with  a  portrait  of  George  Washington  after  a  Gilbert  Stuart  oil 
painting.  An  overall  yellow-glazed  medallion  of  this  same  type 
decorated  with  the  identical  transfer  print  of  Washington  is  in 
the  Leon  Collection. 

Again  on  the  basis  of  decoration,  an  especially  well  painted, 
two-handled  cup  (No.  8)  can  be  attributed  to  the  Leeds  Pottery. 


6.  Jug,  probably  Thomas  Harley's  Pottery,  Lane  End,  c.  1802-08.  Silver-lustre  decoration.  Height  n\  inches. 
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The  pleasing  border  motif  of  bunches  of  ripe  currants,  painted 
in  red  and  outlined  in  black,  matches  a  border  pattern  in  one  of 
the  surviving  Leeds  pattern  books.10  Of  course,  any  such  attribu- 
tion is  subject  to  the  ever  present  possibility  that  the  Leeds  border 
design  was  used  by  some  other  manufacturer.  Eighteenth-  and 
early  nineteenth-century  potteries  frequently  pirated  popular 
designs  and  individual  enamellers  sometimes  changed  places  of 
employment  or  worked  independently  painting  wares  produced 
by  more  than  one  pottery. 

Sometimes  generic  types,  traditionally  associated  (with  or 
without  documented  evidence)  with  specific  localities  or  potteries 
are  found  decorated  with  an  all-yellow  glaze.  Such  a  piece  is  a 
fine  teapot  (No.  9)  moulded  in  an  octagonal  shape  and  enamelled 
with  a  red  diaper  pattern.  This  form  and  decoration  can  be 
attributed  to  the  Staffordshire  area  on  the  basis  of  a  pronounced 
kinship  to  New  Hall  type  porcelain  and  earthenware  teapots. 
Such  an  attribution  is  always  open  to  question,  but  it  is  reasonable 
to  include  the  yellow-glazed  teapot  within  the  large  group  of 
similar  pieces. 

Though  yellow-glazed  earthenware  covered  nearly  the  entire 


spectrum  of  forms  in  which  the  more  common  cream-coloured 
wares  arc  found,  there  is  possibly  one  major  exception.  Isolated, 
component  parts  from  dinner  services  (plates,  serving  dishes, 
small  tureens)  exist,  but  there  is  scant  evidence  that  entire  dinner 
services  were  made  with  the  overall  yellow  glaze.  Further,  large 
serving  platters,  tureens  or  sets  of  plates  are  exceedingly  rare.  On 
the  other  hand,  complete  tea  and  coffee  services  were  manu- 
factured in  quantity.  One  firm  (possibly  the  North  Hylton 
Pottery,  Sunderland  which  was  owned  by  several  members  of 
the  Maling  family)  produced  numbers  of  regular  size  and  child's 
tea  services  decorated  with  a  transfer  print  of  a  lady  in  empire 
dress  playing  the  piano  for  two  little  girls.  This  particular  print 
was  copied  from  the  work  of  Adam  Buck.  The  firm  of  Sewell, 
Newcastle-upon-Tyne,  must  have  turned  out  hundreds  of  yellow- 
glazed  tea  services,  printed  in  black  or  in  red  with  a  tea  party 
scene.  Today,  remainders  from  these  tea  services  are  perhaps  the 
most  common  of  the  English  yellow-glazed  wares  to  be  found. 

In  the  early  nineteenth  century,  England's  accomplishment  in 
building  a  wide  export  trade  in  various  earthenwares  led  a 
number  of  potteries  on  the  Continent  to  imitate  several  of  the 


S.  Two-handled  cup,  probably  Leeds  Pottery,  1812.  Enamel-painted  decoration.  Height  5  inches. 
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more  successful  English  ceramics.  Cream-coloured  earthenware 
and  blue  and  white  stoneware  (jasper)  were  both  copied  exten- 
sively. The  French  factory  at  Creil  (founded  about  1794)  made 
large  amounts  of  cream-coloured  earthenware,  often  decorated 
by  the  transfer  printing  process.  Creil  also  manufactured  quanti- 
ties of  yellow-glazed  wares  which  were  usually  transfer  printed. 
Though  superficially  similar  to  the  English  yellow-glazed  wares, 
the  decoration  on  the  Creil  pieces  is  generally  quite  distinctive 
and  there  is  usually  no  great  problem  in  distinguishing  the 
English  from  the  French. 

This  article  has  considered  the  general  background  of  these 
yellow-glazed  earthenwares,  the  variety  of  forms  in  which  they 
were  produced  and  some  of  the  known  and  deduced  manufac- 
turers. Of  equal  interest  and  importance  is  the  matter  of  decora- 
tion. Part  2  of  this  article  will  deal  with  a  number  of  varieties  of 
moulded,  enamelled,  printed,  and  lustered  decoration  utilized  by 
the  English  potteries  that  made  yellow-glazed  earthenwares  from 
about  1780  to  1830. 


NOTES 

1.  E.  Stanley  Price,  John  Sadler,  A  Liverpool  Potter  and  Printer  (West  Kirby, 
Cheshire:  published  by  the  author,  1948),  p.  89. 

2.  Consultation  with  Mr.  Alan  Smith,  Keeper  of  Ceramics  and  Applied  Art, 
City  of  Liverpool  Museums.  Mr.  Smith's  new  study  of  the  Hcrculaneum 
Pottery  was  published  in  1969. 

3.  Donald  C.  Towner,  The  Leeds  Pottery  (London,  1963),  pp.  142,  143.  Mr. 
Towner  was  consulted  concerning  this  pair  of  tureens  and  dates  them 
about  1785. 

4.  The  pattern  book  is  reproduced  in  Towner,  pp.  59-142.  For  the  Melon 
tureen  design,  see  pi.  16,  No.  68. 

5.  For  the  cream-coloured  counterpart,  sec  E.  Morton  Nance,  The  Pottery  and 
Porcelain  of  Swansea  and  Nantgarw  (London:  B.  T.  Batsford,  Ltd.,  1942), 
plate  LXV. 

6.  Sec  English  Ceramic  Circle  Transactions,  Vol.  6,  part  3  (1967),  PP-  231,  252, 
pi.  154. 

7.  A  yellow-glazed  earthenware  jug  marked  Phillips  &  Co.  with  the  same  shape 
and  border  decoration  is  in  the  Yorkshire  Museum.  A  number  of  similarly 
decorated  cream-coloured  jugs  (marked  and  unmarked)  are  in  the  Sunderland 
Museum. 

8.  See  The  Connoisseur  (December,  1929),  p.  378,  Fig.  V. 

9   Sec  Cyril  Cook,  The  Life  and  Work  of  Robert  Hancock  (London:  Chapman 

and  Hall,  T948),  Item  13. 
10.  Leeds  Pattern  Book  for  Enamelled  Tea  Ware  (18 19),  Leeds  City  Library. 
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The  Pilavin  Collection:  new 
American  art  comes  to 
Providence 


PROVIDENCE,  Rhode  Island,  is  less  than  an  hour  from  New 
York  by  plane,  less  than  an  hour  from  Boston  by  car  on  the 
superhighways  of  New  England.  Yet  somehow  it  has  maintained 
a  sort  of  Yankee  isolationism.  A  textiles  and  manufacturing 
centre  of  200,000,  Providence  is  also  the  home  of  Brown 
University  and  of  fifteen  other  colleges  and  universities.  Old  by 
American  standards  and  until  recently  a  commercial  backwater, 
this  seacoast  city  still  retains  vestiges  of  a  more  gracious  past. 
The  elegant  Georgian  houses  on  The  Hill  are  landmarks  to  be 
defended  against  the  pressures  of  urban  renewal.  The  educational 


and  cultural  values  of  eighteenth-  and  nineteenth-century  mer- 
chants and  mill  owners  have  never  been  entirely  forgotten. 

For  about  90  years,  too,  Providence  and  its  neighbouring  com- 
munities have  been  served  by  one  museum,  the  Museum  of  the 
Rhode  Island  School  of  Design.  Today  more  than  100,000  people 
a  year  visit  the  museum,  which  offers  a  variety  of  temporary 
exhibits  and  a  remarkably  interesting  permanent  collection.  A 
viewer  discovers  Greek  vases,  fifteenth-century  Turkish  and 
Persian  manuscript  paintings,  a  tenth-century  Sun  Buddha  from 
Japan,  a  Virgin  by  Lippo  Memmi,  a  superb  small  portrait  by  an 


1.  Morton  Livingston  Shamberg.  Fruit  bowl,  1917.  Pencil  7J  X  Ii  f  inches.  Museum  of  Art,  Rhode  Island  School  of  Design. 
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The  pleasing  border  motif  of  bunches  of  ripe  currants,  painted 
in  red  and  outlined  in  black,  matches  a  border  pattern  in  one  of 
the  surviving  Leeds  pattern  books.10  Of  course,  any  such  attribu- 
tion is  subject  to  the  ever  present  possibility  that  the  Leeds  border 
design  was  used  by  some  other  manufacturer.  Eighteenth-  and 
early  nineteenth-century  potteries  frequently  pirated  popular 
designs  and  individual  enamellers  sometimes  changed  places  of 
employment  or  worked  independently  painting  wares  produced 
by  more  than  one  pottery. 

Sometimes  generic  types,  traditionally  associated  (with  or 
without  documented  evidence)  with  specific  localities  or  potteries 
are  found  decorated  with  an  all-yellow  glaze.  Such  a  piece  is  a 
fine  teapot  (No.  9)  moulded  in  an  octagonal  shape  and  enamelled 
with  a  red  diaper  pattern.  This  form  and  decoration  can  be 
attributed  to  the  Staffordshire  area  on  the  basis  of  a  pronounced 
kinship  to  New  Hall  type  porcelain  and  earthenware  teapots. 
Such  an  attribution  is  always  open  to  question,  but  it  is  reasonable 
to  include  the  yellow-glazed  teapot  within  the  large  group  of 
similar  pieces. 

Though  yellow-glazed  earthenware  covered  nearly  the  entire 


spectrum  of  forms  in  which  the  more  common  cream-coloured 
wares  arc  found,  there  is  possibly  one  major  exception.  Isolated, 
component  parts  from  dinner  services  (plates,  serving  dishes, 
small  tureens)  exist,  but  there  is  scant  evidence  that  entire  dinner 
services  were  made  with  the  overall  yellow  glaze.  Further,  large 
serving  platters,  tureens  or  sets  of  plates  are  exceedingly  rare.  On 
the  other  hand,  complete  tea  and  coffee  services  were  manu- 
factured in  quantity.  One  firm  (possibly  the  North  Hylton 
Pottery,  Sunderland  which  was  owned  by  several  members  of 
the  Maling  family)  produced  numbers  of  regular  size  and  child's 
tea  services  decorated  with  a  transfer  print  of  a  lady  in  empire 
dress  playing  the  piano  for  two  little  girls.  This  particular  print 
was  copied  from  the  work  of  Adam  Buck.  The  firm  of  Sewcll, 
Newcastle-upon-Tyne,  must  have  turned  out  hundreds  of  yellow- 
glazed  tea  services,  printed  in  black  or  in  red  with  a  tea  party 
scene.  Today,  remainders  from  these  tea  services  are  perhaps  the 
most  common  of  the  English  yellow-glazed  wares  to  be  found. 

In  the  early  nineteenth  century,  England's  accomplishment  in 
building  a  wide  export  trade  in  various  earthenwares  led  a 
number  of  potteries  on  the  Continent  to  imitate  several  of  the 


8.  Two-handled  cup,  probably  Leeds  Pottery,  1812.  Enamel-painted  decoration.  Height  5  inches. 


9.  Teapot,  probably  Staffordshire,  c.  1810.  Enamel-painted  decoration.  Height  7]  inches,  length  11^  inches. 


more  successful  English  ceramics.  Cream-coloured  earthenware 
and  blue  and  white  stoneware  (jasper)  were  both  copied  exten- 
sively. The  French  factory  at  Creil  (founded  about  1794)  made 
large  amounts  of  cream-coloured  earthenware,  often  decorated 
by  the  transfer  printing  process.  Creil  also  manufactured  quanti- 
ties of  yellow-glazed  wares  which  were  usually  transfer  printed. 
Though  superficially  similar  to  the  English  yellow-glazed  wares, 
the  decoration  on  the  Creil  pieces  is  generally  quite  distinctive 
and  there  is  usually  no  great  problem  in  distinguishing  the 
English  from  the  French. 

This  article  has  considered  the  general  background  of  these 
yellow-glazed  earthenwares,  the  variety  of  forms  in  which  they 
were  produced  and  some  of  the  known  and  deduced  manufac- 
turers. Of  equal  interest  and  importance  is  the  matter  of  decora- 
tion. Part  2  of  this  article  will  deal  with  a  number  of  varieties  of 
moulded,  enamelled,  printed,  and  lustered  decoration  utilized  by 
the  English  potteries  that  made  yellow-glazed  earthenwares  from 
about  T780  to  1X30. 


NOTES 

1.  E.  Stanley  Price,  John  Sadler,  A  Liverpool  Potter  and  Printer  (West  Kirby, 
Cheshire:  published  by  the  author,  1948),  p.  89. 

2.  Consultation  with  Mr.  Alan  Smith,  Keeper  of  Ceramics  and  Applied  Art, 
City  of  Liverpool  Museums.  Mr.  Smith's  new  study  of  the  Herculaneum 
Pottery  was  published  in  1969. 

3.  Donald  C.  Towner,  The  Leeds  Pottery  (London,  1963),  pp.  142,  143.  Mr. 
Towner  was  consulted  concerning  this  pair  of  tureens  and  dates  them 
about  1785. 

4.  The  pattern  book  is  reproduced  in  Towner,  pp.  59-142.  For  the  Melon 
tureen  design,  see  pi.  16,  No.  68. 

5.  For  the  cream-coloured  counterpart,  see  E.  Morton  Nance,  The  Pottery  and 
Porcelain  of  Swansea  and  Nantgarw  (London:  13.  T.  Batsford,  Ltd.,  1942), 
plate  LXV. 

6.  See  English  Ceramic  Circle  Transactions,  Vol.  6,  part  3  (1967),  pp.  251,  252, 
pi.  154. 

7.  A  yellow-glazed  earthenware  jug  marked  Phillips  &  Co.  with  the  same  shape 
and  border  decoration  is  in  the  Yorkshire  Museum.  A  number  of  similarly 
decorated  cream-coloured  jugs  (marked  and  unmarked)  are  in  the  Sunderland 
Museum. 

8.  See  The  Connoisseur  (December,  1929),  p.  378,  Fig.  V. 

9.  See  Cyril  Cook,  The  Life  and  Work  of  Robert  Hancock  (London:  Chapman 
and  Hall,  1948),  Item  13. 

10.  Leeds  Pattern  Book  for  Enamelled  Tea  Ware  (1819),  Leeds  City  Library. 
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PROVIDENCE,  Rhode  Island,  is  less  than  an  hour  from  New 
York  by  plane,  less  than  an  hour  from  Boston  by  car  on  the 
superhighways  of  New  England.  Yet  somehow  it  has  maintained 
a  sort  of  Yankee  isolationism.  A  textiles  and  manufacturing 
centre  of  200,000,  Providence  is  also  the  home  of  Brown 
University  and  of  fifteen  other  colleges  and  universities.  Old  by 
American  standards  and  until  recently  a  commercial  backwater, 
this  seacoast  city  still  retains  vestiges  of  a  more  gracious  past. 
The  elegant  Georgian  houses  on  The  Hill  are  landmarks  to  be 
defended  against  the  pressures  of  urban  renewal.  The  educational 


and  cultural  values  of  eighteenth-  and  nineteenth-century  mer- 
chants and  mill  owners  have  never  been  entirely  forgotten. 

For  about  90  years,  too,  Providence  and  its  neighbouring  com- 
munities have  been  served  by  one  museum,  the  Museum  of  the 
Rhode  Island  School  of  Design.  Today  more  than  100,000  people 
a  year  visit  the  museum,  which  offers  a  variety  of  temporary 
exhibits  and  a  remarkably  interesting  permanent  collection.  A 
viewer  discovers  Greek  vases,  fifteenth-century  Turkish  and 
Persian  manuscript  paintings,  a  tenth-century  Sun  Buddha  from 
Japan,  a  Virgin  by  Lippo  Memmi,  a  superb  small  portrait  by  an 


1.  Morton  Livingston  Shamberg.  Fruit  bowl,  1917.  Pencil  7  J-  X  Ilf  inches.  Museum  of  Art,  Rhode  Island  School  of  Design. 


handed  figure  (No.  2).  In  the  upper  right  hand  he  holds  an 
ankusa,  in  the  left  a  pasa,  while  the  unusual  seventeenth-century 
dancing  figure  of  Ganesa  (No.  3)  111  its  lower  right  hand  holds  a 
broken  tusk  and  in  the  lower  left  hand  a  modaka. 

These  are  but  tw  o  examples  of  the  profusion  of  Ganesa  icons 
in  stone,  bronze  and  wood  111  the  collection,  which  when  studied 
together  reveal  the  great  range  and  variation  in  art  motif  and 
decorative  detail  which  pervade  a  cult  grown  rich  111  its  icono- 
graphic  tradition.  From  this  study  one  can  chart  the  fascinating 
tale  of  the  evolution  of  the  concept,  the  cult  and  its  growth  in 
time  and  space,  even  to  the  extent  to  which  it  penetrated  the 
sister  pantheons  of  Jaina  and  Buddhist  deities. 

Moving  on,  the  scholar  w  ill  find  that  the  Indian  bronzes  in 
the  collection  reveal  the  South  Indian  ideal  of  absolute  rather 
than  human  beauty  cast  according  to  time  honoured,  mathe- 
matical formulae  designed  and  coded  to  honour  the  perfection 


of  the  god's  symbol  with  iconographic  explicitness.  These  works 
are  emblematic  even  more  than  descriptive,  and  call  down  the 
eternal  Hindu  verities.  In  their  perfection  of  technique  they 
surpassed  imagination. 

This  excellence  is  best  illustrated  beyond  India  by  the  highly 
portable  processional  bronzer,  of  the  great  Saiva  and  Vaishnava 
saints.  One  of  the  most  exquisite  of  these  masterpieces  of  the  lost 
wax  process  is  the  tenth-century  A.D.  Nataraja  (No.  4)  from 
Tiruvelangadu,  Chinglcput  District,  which  is  shown  as  if  frozen 
in  a  moment  in  space,  any  second  about  to  break  into  Siva's 
cosmic  dance,  foot  placed  squarely  on  the  demon-dwarf 
Muyulaga-Kali,  and  surrounded  by  a  traditional  circle  of 
fire  now  but  implied  by  the  marks  of  the  lost  ring  at  its  base. 
Such  idols  are  best  seen  by  the  flickering  votive  light  of  temple 
ritual.  The  concept  of  Nataraja  may  be  said  to  have  fathered  a 
w  hole  series  of  like  images  over  the  ages  known  to  art  history, 


4.  Nataraja.  Bronze,  tenth  century,  height 
114-5  cm.,  width  88  cm.,  depth  30  cm.,  from 
Tiruvelangadu,  Chinglcput  District.  This  is 
the  famous  bronze  which  drew  the  admiration 
of  the  art  historian  A.  K.  C.  Coomaraswamy 
and  of  the  sculptor  Auguste  Rodin. 
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5.  Parvati.  Bronze,  early  Vijayanagar  period, 
South  India. 

6.  Parvati.  Bronze,  eleventh  or  twelfth  century 
Chola  period,  South  India.  Freer  Gallery  of  Art, 
Smithsonian  Institution  Collection. 


J.  Rama  Group.  Bronze,  tenth  century:  Rama  height  112  cm.,  Sita  82  cm.,  Lakshmana  95  cm.,  and  Hanuman  58  cm.,  from  Vadakkupanaiyur  Tanjore 
District,  South  India. 


including  the  elegant  Siva  Natarajan,  lord  of  Chidambaram,  in 
the  collection  of  the  Museum  van  Aziatische,  Amsterdam. 
Actually,  the  traditional  flat-heeled,  one  leg  raised  and  crossed, 
twisting  pose  with  four  arms  of  divinity,  can  be  seen  as  influenc- 
ing even  today  the  movements  of  the  dance  in  Bharat  Natyam. 
This  is  appropriately  recognized  as  not  only  does  the  idol 
represent  the  god's  dance  embracing  all  creation,  but  represents 
to  devout  Hindus  the  origin  of  the  dance  form  itself  in  posture 
and  movement. 

In  theory  the  god  Siva  as  lord  of  the  Dance  or  Nataraja  per- 
forms the  dance  story  of  the  universe  as  he  tramples  the  dwarf  of 
illusion.  His  lower  hands  form  on  one  side  protection  ('abhaya') 
while  on  the  other  salvation.  His  upper  hands  hold  out  the  fire 
of  destruction  and  the  drum  of  creation.  Rhythmic,  beautifully 
balanced,  the  figure  is  surrounded  by  an  outer  ring  symbolizing 
the  Universe. 

The  Madras  museum  Nataraja,  one  of  a  superb  collection  of 
Nataraja,  perfectly  depicted  the  Sivatic  dance  in  its  correct 


proportion  according  to  the  reigning  theory  of  the  period,  and, 
remarkably,  the  smiling  lips  of  Nataraja  can  be  seen  from  which- 
ever angle  the  image  is  viewed. 

The  emblems,  such  as  the  Datura,  in  this  piece  are  treated  with 
great  skill  and  the  modelling  is  remarkable  in  short  neck,  delicate 
side  torso  lines,  stomach,  broad  chest.  The  figure  is  represented 
with  the  usual  four  hands  of  a  supernatural  being.  The  all- 
pervading  element  of  the  bronze  is  the  success  of  the  Sthapathi 
in  creating  a  flow  of  rhythmic  motion  throughout  the  bronze. 

Turning  to  a  later,  curious,  stylized  image  of  the  post  Chola, 
early  Vijayanagar  period,  which  may  show  a  strong  return  to 
folk  form  of  a  highly  sophisticated  nature,  one  views  one  of  the 
museum's  bronzes  of  Parvati  (No.  5) ;  in  its  elongated  stiffness, 
apple-like  breasts  and  normalisation  of  pose  it  contrasts,  for 
example  to  the  earlier  and  extraordinary  Parvati  (No.  6)  enshrined 
at  the  Smithsonian's  Freer  Gallery  in  Washington.  The  Freer's 
Parvati  is  of  the  eleventh  or  twelfth  century  A.D.,  svelte,  heavy 
breasted,  narrow  waisted,  processional  image  which  is  perhaps 
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equalled  only  in  beauty  by  another  image  still  housed  in  its 
original  temple,  a  high  Hoysala  masterpiece  in  stone  at  Somnath- 
pur  in  Mysore  State.  Yet  all  three  have,  despite  their  period  and 
style  differences,  that  feeling  of  light  animation  even  amidst 
solemnity  that  characterizes  the  best  of  South  Indian  sculpture, 
and  particularly  its  bronzes  and  metalworks.  As  even  the  ancient 
Vedas  referred  to  metalwork,  indicating  the  span  of  craftsman- 
ship, it  is  not  surprising  to  find  such  perfection. 

The  multiplicity  of  attributes  and  the  litany  of  honorific  names 
honouring  Hindu  gods  in  India  is  well  illustrated  by  the  titles  of 
Parvati,  who  is  named  as  goddess  of  strength,  daughter  of  the 
Himalayas,  wife  of  lord  Shiva;  also  known  at  various  times  as 
Uma  the  Gracious,  Bhairavi  the  terrible,  Ambika  the  Generatrix, 
Sati  the  good  wife,  Gauri  the  brilliant,  Kali  the  Black  and  Durga 
the  Inaccessible.  This  fantastic  and  bewildering  complication  of 
nomenclature  has  been  suggested  as  the  desire  of  the  ancient 
Brahmans  to  impose  on  the  priest-ridden,  polytheistic  lesser  castes 
in  symbolic  form  the  gamut  of  manifestations  of  goddesses  as 
being  wives  of  one  lord  Shiva,  thus  merging  all  mythological 
personalities  in  one  entity. 

Thus  we  find  the  gracious  and  good  Parvati,  Shiva's  spouse, 
in  one  other  nature  enfolding  the  terrible,  still  worshipped, 
aspect  of  Kali  the  Black  One,  goddess  of  pestilence,  war,  death 
and  destruction.  In  this  manner  the  theory  of  the  dualism  of  good 
and  evil,  which  has  haunted  religions  since  the  beginning,  is 
personified. 

A  typical  grouping  of  the  eleventh  century  A.D.  of  the  South 
Indian  School,  represents  Rama,  Lakshmana,  Sita  (consort  of  the 
god  Rama  who  is  an  incarnation  of  god  Vishnu),  and  the 
monkey-headed  god  Hanuman  (No.  7).  Of  these  four  fine 
examples  of  the  Chola  period  bronzes,  Rama  and  Lakshmana  are 
depicted  symbolically  as  holding  bow  and  arrow,  almost  in 
ecstatic  vision.  There  is  a  fluidity  of  silhouette  and  a  feeling  of 
tremulous  exquisite  grace  in  the  traditional,  centuries-honoured 
convention  of  lotiform  eyes,  breasts  like  'golden  urns',  and  the 
sensual  torsos.  These  bronzes  are  from  Vadakkuppanaiyur  in 
the  Tanjore  District  of  Madras. 

The  four  images  arc  among  the  finest  in  the  collection.  The 
anonymous  artist  seems  to  have  emphasized  the  human  aspect 
rather  than  the  divine.  The  attitudes  are  simple  and  natural, 
characteristics  of  early  bronzes.  The  Rama  of  this  group  is 
probably  the  only  male  Vaishnavite  figure  having  a  Karanda 
Makuta  type  of  headdress.  Rama  wears  makarakundalas,  but 
Sita  and  Lakshmana  are  without  earrings,  though  the  lobes  of 
the  ears  are  pierced  and  enlarged.  The  drapery  of  the  figures  is 
beautifully  simple  and  realistic. 

The  images  are  closely  related  to  the  eleventh-century  A.D. 
bronze  figure,  from  Tanjore.  The  idol  is  that  of  Ardhanarisvara, 
half  man — half  woman  (No.  8).  It  is  at  once  sensual,  a  strong 
characteristic  of  all  South  Indian  sculpture,  and  represents  Parvati 
and  Siva  traditionally  with  male  and  female  attributes  in  divine 
union  symbolizing  creation  united  in  divergent  cosmic  reality.  It 
is  a  concept  not  unlike  the  late  Prime  Minister,  Pandit  Nehru's 
political  call  to  India  as  a  nation-state  under  the  motto  'Unity  in 
Diversity'.  This  composite  image,  the  right  half  Siva,  the  left 
Parvati,  indicates  the  high  technical  art  of  the  bronze  caster. 
Shown  remarkably  well  are  the  minute  details  of  differences  of 
hair,  hip,  and  costume  and  form  between  male  and  female.  The 
bronze  is  from  Tiruvengadu  in  the  Tanjore  District.  The  lower 
arm  is  shown  in  the  pose  of  leaning  on  the  Nandi,  which  in  this 
instance  is  missing.  Other  interesting  aspects  for  the  connoisseur 
are  representation  of  the  clasp  and  the  ornaments  such  as  the 
Kanthis,  the  Yagnopavita,  and  the  armlets. 

A  superb  ninth-century  Somaskanda  (No.  9),  a  bronze  group- 


8.  Ardhanarisvara.  Bronze,  eleventh  century,  height  90  cm.. 
47  5  cm.,  from  Tiruvengadu,  Tanjore  District  of  South  India. 
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ing  of  Siva  and  Parvati  with  the  young  Skanda  (here  missing)  is 
shown.  The  Pallava  traits  are  evident  in  the  icon,  and  another 
unique  feature  is  that  Siva  is  represented  with  a  trident  or  trisula 
in  the  lower  left  hand,  possibly  due  to  the  Eastern  Chalukyan 
influence.  The  work  is  also  from  Tiruvelangadu  in  the  Chingleput 
District  of  Madras.  Parvati  is  shown  holding  a  lotus  bud,  the 
other  hand  is  in  the  ahuya  varada  pose. 

One  of  the  most  exquisite  works  in  the  collection  is  the 
handsome  ninth-century  piece  (No.  10)  with  an  external  expres- 
sion of  inward,  self  absorbed  contemplation,  and  beatific  calm 
which  reflects  back  from  the  ophidian  grace  of  the  poisonous 
cobra  to  the  human-like  face  of  the  most  believable  idol.  This 
fine  bronze  belongs  to  the  pre  Chola,  Pallava  period.  A  yogno- 
pavita  or  sacred  thread  flows  from  the  arm  downward,  the  hand- 
some grace  and  long  headdress  emphasize  the  traits  of  the 
Pallava  style.  In  its  bronze  perfection  it  recalls  the  lithe  figures 
by  seventh-century  Pallava  artists  in  the  boulder  hewn  rocks  of 
Mahabalipuram  at  the  sea  temples  outside  Madras  on  the  Bay 
of  Bengal,  in  which  lyrical,  life-sized  figures  and  those  in  per- 
spective, however  flat  the  plane,  form  lyrical  combinations  of 
naturalism  and  symbolism  perpetuating  the  Descent  of  the 
Ganges  in  forms  depicting  gods,  men  and  animals  offering 
homage  to  Siva  for  the  sacred  Ganges  river. 

This  bronze  is  one  of  the  few  surviving  exquisite  bronzes  of  an 
early  period.  Siva  is  seated  in  sukhasana  pose  on  a  rectangular 
pedestal  with  the  right  leg  hanging  down  and  the  left  leg  bent 
and  resting  on  the  pedestal  with  the  snake  slithering  and  writhing 
upward  against  the  flesh.  In  the  other  hand  he  holds  visha  or 
poison. 

In  contrast  and  closer  to  our  day  in  the  collection  is  the  plump, 
graceful  if  somewhat  decadent,  Kalikrishna  from  Palni,  Madurai, 
and  dated  by  the  museum  as  1800  A.D.  (No.  11).  Krishna  is 
shown  dancing  on  the  spread,  protective  hood  of  a  cobra, 
holding  the  tail  of  the  serpent  in  one  hand  and  with  the  other 
forming  the  gesture  of  abhaya  mudra  to  show  protection.  The 
headdress  and  ornaments  in  this  figure  are  noteworthy  and  the 
earth-bound,  human  qualities  here  found  centuries  later  than  the 
previous  work  indicate  the  span  of  mood  in  Indian  art  over  the 
ages. 

These  brief  selections  of  works  of  the  highest  calibre  in  the 
Madras  collection  cannot  hope  to  give  an  idea  of  the  sheer  weight 
in  numbers  of  the  case  after  case  of  excellent  bronzes,  in  room 
after  room.  Nor  can  it  capture  its  full  stylistic  variants.  The 
inclusion  of  the  elephant-headed  god,  Ganesa,  the  remover  of  all 
obstacles,  is  perhaps  signi  cant,  as  he  is  worshipped,  smeared 
with  black  unguents  and  garishly  bedizened  at  practically  every 
street  corner  temple  in  Madras.  The  museum  recently  held  an 
exhibition  of  just  its  collection  of  Ganesa  and  its  dancing  Ganesa 
figures  which  filled  a  gallery,  even  though  the  figures  were  of 
great  rarity.  Certainly,  the  highly  ornate  Madras  Museum  com- 
plex under  the  able  direction  of  the  much  travelled  Director, 
Dr.  S.  T.  Satyamurti,  M.A.,  D.Sc,  F.Z.S.,  and  his  curators,  has 
the  most  outstanding  number  of  superb  South  Indian  bronzes  in 
one  collection  extent  today. 


The  illustration  (No.  6)  of  Parvati  in  the  Freer  Collection  is  published 
with  permission  and  by  courtesy  of  the  Freer  Gallery  of  Art,  Smith- 
sonian Institution,  Washington,  D.C.  All  other  photographs  provided 
by  and  published  with  permission  and  courtesy  0/  the  Madras  Govern- 
ment Museum  at  Madras,  Familnadu  State,  South  India,  and  are  in 
its  collections. 


Kaliyakrishna.  Bronze,  eighteenth  to  nineteenth  century,  from  Palni, 
durai  District. 
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I.  Attributed  to  Baron  Francois-Pascal-Simon  Gerarc".  Portrait  of  Napoleon  in  Coronation  Robes,  oil 
on  canvas.  Dalva  Brothers,  Inc.,  New  York  City. 


The  Taste  of  Napoleon 

KANSAS  City,  Missouri  was  the  scene  in 
.the  late  fall  of  1969  for  a  most  interesting 
exhibition  which  analyzed  the  style  which  is  so 
closely  identified  with  Napoleon — the  Empire. 
At  a  moment  when  there  is  extraordinary 
interest  in  this  country  in  native-made  furniture 
produced  under  this  influence,  it  was  especially 
important  that  such  an  exhibition  be  held.  The 
William  Rockhill  Nelson  Gallery  of  Art  and 
Mary  Atkins  Museum  of  Fine  Arts  of  Kansas 
City  sponsored  the  exhibition  which  was  of  a 
loan  nature  being  borrowed  from  a  number  of 
sources  both  public  and  private.  In  all,  174  ob- 
jects were  shown. 

It  was  the  catholicity  of  the  show  which  was 
most  impressive.  Beginning  with  source  material 
and  books,  there  were  paintings,  drawings, 
sculpture,  furniture  designs,  prints,  furniture, 
gilt  bronzes,  porcelains,  glass,  textiles,  and  wall- 
paper. There  was  also  a  fascinating  group  of 
miscellaneous  items  which  included  arms  and 
armour,  medals,  decorations,  and  jewellery.  Of 
the  drawings,  some  of  the  most  unusual  were  of 
scenes  which  showed  military  costume;  these 
were  lent  from  the  collection  of  Mrs.  John 
Nicholas  Brown  of  Providence,  Rhode  Island. 

In  the  attractive  and  highly  informative  illus- 
trated catalogue  which  accompanied  the  exhi- 
bition, the  critic  Lincoln  Kirstein  has  written  a 
highly  intuitive  essay,  as  an  introduction,  which 
succeeds  in  defining  the  personality  of  Napoleon 
and  of  associating  it  with  the  style  which  he  was 
instrumental  in  originating.  In  concluding  this 
essay  Mr.  Kirstein  wrote:  'He  (Napoleon)  didn't 
much  like  himself.  He  was  no  narcissist  and  was 
never  deluded  by  paid  publicists.  He  adored  his 
destiny  as  material  to  be  plundered  and  played 
with,  including  his  decline,  accepting  it  as  a 
supernatural  gift  to  be  shared  up  to  the  capacity 
of  the  French  nation's  endurance,  with  that  im- 
pervious objectivity  which  is  the  most  extra- 
ordinary thing  about  him.  But  his  respect  for 
and  use  of  the  imaginative  potential  ot  his  able 
artists,  still  caress  his  shade,  in  a  halo  of  chilly 
glory  which  time  neither  warms  nor  melts.' 

Worthington  Whittredge  (1820  1910) 

THIS  month  and  through  March  8th,  the 
Cincinnati  Art  Museum  (Ohio)  is  host  for  the 
last  showing  of  a  travelling  exhibition  which  is 
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4.  Table  Clock  in  the  Form  of  the  Column  of 
the  Place  Vcndome,  Sevres  porcelain  with  gilt 
bronze  mounts,  clock  movement  by  Lepantre, 
1814.  Nelson  Gallery-Atkins  Museum  (Gift  from 
the  collection  of  Mr.  and  Mrs.  Harry  f.  Renken,  Sr.). 
Secretary,  mahogany  and  harewood  with  gilt 
bronze  mounts,  c.  1810.  Nelson  Gallery-Atkins 
Museum  (Gift  from  the  collection  of  Mr.  and  Mrs. 
Harry  J.  Renken,  Sr.). 


2.  Jean-Auguste-Dominique  Ingres.  Portrait  of 
Lucien  Bonaparte ,  pencil  on  white  paper,  c.  1806- 
1810.  fohn  Goelet,  New  York  City. 


3.  Hubert  Robert.  Classical  Ruins,  oil  on  canvas, 
1798.  The  Montreal  Museum  of  Fine  Arts  (Be- 
quest of  Lady  Davis,  1964). 


the  first  of  recent  years  to  seriously  treat 
Whittredge's  work.  As  a  matter  of  fact,  this  last 
exhibition  given  toWhittredge  was  in  1904  at 
the  Century  Association  in  New  York.  The 
present  show,  which  consists  of  44  works,  was 
organized  by  Edward  H.  Dwight,  Director  of  the 
Museum  of  Art  of  the  Munson-Williams-Proc- 
tor  Institute  in  Utica,  New  York.  The  show 
opened  at  that  institution  and  proceeded  to  the 
Albany  Institute  of  History  and  Art  before  its 
final  showing. 

Whittredge  was  a  leading  member  of  the 
Hudson  River  School  and  became  best  known 
tor  his  paintings  of  forest  interiors.  However, 
this  exhibition  clearly  shows  that  he  was  equally 
at  home  with  a  variety  of  other  subjects,  includ- 
ing the  seashore,  interiors  of  houses,  still  lifes, 
and  scenes  of  the  Far  West  and  Mexico.  Like  so 
many  artists  of  his  period,  Whittredge  drew  ex- 
tensively from  his  travel  both  in  this  country 
and  abroad  as  he  was  essentially  self-taught. 

Essentially  his  career  can  be  divided  into  three 
periods:  early  paintings  done  in  and  around 
Cincinnati  from  1843  to  1849;  paintings  done  in 
Western  Europe  during  his  ten-year  sojourn 
there;  and  later  works  done  primarily  in  the 
East  from  1859  until  his  death  in  1910.  A 
sampling  of  pictures  from  each  of  these  periods 
is  included  in  the  retrospective  show. 

A  beautiful  catalogue  has  been  prepared  for 
the  exhibition.  In  it  Mr.  Dwight  points  out  that 
Whittredge  excelled  '  .  .  .  ultimately  at  simpli- 
fying the  great  amount  ot  detail  found  in  nature. 


Because  he  was  sensitive  to  light  and  color  and 
had  a  delicate,  quick  touch  he  was  able  to  cap- 
ture the  fleeting  aspects  of  nature'.  Whittredge 
was  born  on  a  farm  near  Springfield,  Ohio  in 
1820  and  seventeen  years  later  moved  to  Cincin- 
nati where  he  studied  sign  painting  and  making 
daguerreotypes.  At  first  lie  painted  portraits  111 
the  Mid-west  but  he  eventually  returned  to 
Cinciimati  where  he  concentrated  on  landscape 
painting.  He  exhibited  widely  in  Cincinnati  in 
the  1840's  and  in  1846  one  of  his  paintings  was 
shown  in  New  York  at  the  National  Acadcmv 
of  Design.  By  1874  he  had  become  president  of 
that  prestigious  organization. 

Throughout  his  lifetime,  Whittredge  travelled 
widely  in  the  United  States,  Mexico  and  Europe. 
It  is  probably  the  drawings  included  in  this  show 
which  most  clearly  show  the  impact  of  these 
travels.  In  1905  he  wrote  an  autobiography  and 
in  1910,  when  he  was  in  his  90th  year,  Whit- 
tredge died  at  his  home  in  Summit,  New 
|crse\ . 

Human  Concern/Personal  Torment 

ONE  of  the  fall  season's  most  startling  exhibi- 
tions was  subtitled  'The  Grotesque  in  American 
Art'.  It  was  assembled  by  Robert  M.  Doty, 
Curator  of  the  Whitney  Museum  of  American 
Art  at  which  institution  the  show  was  installed. 
As  a  matter  of  fact,  the  impact  of  so  much 
artistic  horror  of  different  types  was  sometimes 
more  than  this  writer  could  take.  The  enormous 
show  totalled  187  paintings,  sculpture,  draw- 
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5.  Worthington  Whittredge.  Trout  Brook  in  the  Catskills,  oil  on  canvas,  c.  1865.  The  Corcoran 
Gallery  of  Art. 


ings,  prints  and  photographs  by  87  American 
artists.  The  material  ranged  from  19th-century 
political  cartoons  to  contemporary  images  of 
racial  strife. 

The  intent  of  the  show  was  to  demonstrate 
the  ever  present  interest  on  the  part  of  artists  in 
commenting  on  injustice,  bigotry,  brutality 
and  other  grotesqueries  which  exists  in  our 
society.  Some  of  the  area  covered  in  the  works 
are:  the  war  in  Vietnam  (Peter  Saul),  sexual 
fantasies  (Ed  Kienholz),  political  caricature 
(Thomas  Nast),  German  concentration  camps 
(Rico  Lebrum),  legal  brutality  (Spain),  the  mob 
(Paul  Cadmus),  Nazi  terror  (George  Grosz),  the 
irony  of  modern  war  (David  Smith),  world 
annihilation  (Bruce  Conner),  black  and  white 
conflict  (Duane  Hanson)  and  many  other  aspects 
of  man's  greed,  lust  and  decadence. 

Mr.  Doty  sums  up  this  intention  in  his  cata- 
logue which  has  an  excellent  text  and  illustra- 
tions: 'Many  artists  endeavor  to  make  their 
objects  and  images  relevant  to  the  needs  of 
others.  They  assault  the  indifference  of  human 
relations,  reveal  man's  inhumanity  to  man  and 
the  infamy  of  all  mankind.  They  see  the  subver- 
sion of  normal  life,  and  fear  the  dissolution  of 
the  familiar  world.  They  feel  the  frustration  of 
helplessness  and  futility  before  ominous,  sinister 
and  malicious  powers  they  were  powerless  to 
turn  aside.  They  have  experienced  war,  pesti- 
lence and  personal  turmoil.  Their  art  absorbed 
their  fears,  anxiety  and  anger,  and  became 
monstrous.  The  subject  matter  and  media  may 
vary,  but  ridicule,  absurdity,  futility,  terror, 
horror, distortion  and  repulsionare  theelements 
from  which  their  art  is  made.  From  the  ancient 
civilizations  through  Bosch  and  Bruegel,  to 
Goya  and  modern  times,  the  artist  has  been  both 
compelled  and  fascinated  by  the  grotesque  and 
its  affinity  for  mankind  .  .  .  For  these  artists,  the 
grotesque  is  the  measure  of  all  things,  spiritual 
or  material  ...  It  is  a  direct  and  forceful  means 
of  exposing  man  to  man,  and  man  to  himself.' 


6.  Worthington  Whittredge.  A  Home  by  the  Sea-Side,  oil  on  canvas,  c.  1872.  Los  Angeles  County 
Museum  of  Art  (The  William  Randolph  Hearst  Collection). 


Red  Grooms'  'City  of  Chicago' 

TFLE  Art  Institute  of  Chicago  has  acquired  an 
enormous  tableaux  of  Chicago  done  by  the 
young  American  painter  Red  Grooms  (born 
1937).  It  was  given  to  the  Institute  anonymously 
by  a  former  Chicagoan. 

In  all,  the  total  assemblage  weighs  two  tons 
and  consists  of  five  main  pieces,  built  of  ply  wood 
and  beaver  board  and  painted  with  acrylic. 
Among  the  reconstructed  scenes  of  the  present 
are  the  traffic-lined  Michigan  Avenue  bridge, 
the  commuter-congested  Ravenswood  'el'  train, 
the  Chicago  River  area  around  Marina  Towers 
and  the  'Magnificent  Mile'  section  of  Michigan 
Avenue.  The  fifth  scene  is  'The  Historical  Arch 
of  Chicago'  which  in  part  depicts  Mrs.  O'Leary's 
cow,  Lincoln  and  Douglas,  Jane  Addams  of 
Hull  House,  Al  Capone,  Cyrus  McCorniick, 
Red  Grange,  Sally  Rand  and  Mr.  and  Mrs. 
Potter  Palmer.  Huge  figures  of  Mayor  Daley 
and  Hugh  Hefner  striding  along  the  Michigan 
Avenue  scene  complete  the  all-star  cast. 

The  artist  has  explained  that  the  idea  for  a 
mock-up  Chicago  with  movable  parts  came 
from   a   boyhood  attempt   to  duplicate  the 
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Ringling  Brothers  Circus  in  his  own  backyard. 
It  took  Grooms  and  his  three  assistants  four 
months  in  1968  to  construct  'Chicago'  which 
the  artist  considers  'the  city  that  looks  like  a  city 
should.'  Before  being  given  to  the  Institute, 
'Chicago'was  exhibited  at  the  Frumkin  gallery, 
at  the  Smithsonian  Institution  as  part  of  the 
National  Collection  of  Fine  Arts  and  at  the 
Venice  Biennale  as  one  of  the  American  entries. 

The  Direct  Image  in  Contemporary 
American  Painting 

THE  Worcester  Art  Museum  recently  held  an 
important  exhibition  of  18  monumental  can- 
vases by  six  American  painters  who  have  been 
highly  influential  in  recent  years  in  affecting  art 
trends.  This  was  the  first  time  the  work  of  these 
painters  was  brought  together  in  New  England. 
The  painters  included  were  Morris  Louis, 
Barnett  Newman,  Ad  Rcinhardt,  Kenneth 
Noland,  Frank  Stella  and  Larry  Zox.  The  first 
three  listed  were  important  forerunners  in  the 
artistic  exploration  of  the  value  of  the  image  as 
image;  this  idea  was  later  pursued  and  expanded 
b\  the  three  younger  artists  included  in  the 
exhibition. 

An  entire  floor  of  the  Worcester  Art  Museum 
was  required  to  display  the  immense  canvases 
which  vary  in  length  from  9^  inches  to  over 
26  feet.  The  paintings,  which  are  executed  in  oils 
or  acrylics,  vary  from  intense  bright  colours  to 
muted  hues.  Each  artist,  although  he  has  de- 
veloped a  highly  individual  technique,  has  been 
chiefly  concerned  with  the  bare  essentials  of 
painting  and  offers  no  elaboration.  Each  painting 
becomes  a  statement  in  itself  because  of  its  size 
and  emotional  impact. 

Morris  Louis  developed  an  important  tech- 
nique of  staining  pigment  directly  into  the 
canvas  in  transparent,  fluid  diagonals  and  verti- 
cals. Louis  continued  until- his  death  in  1965  to 
perfect  his  technique  of  reducing  the  image  and 
creating  elegant  colour  interactions.  Louis'  lines 
are  quite  different  from  those  of  the  hard-edged 
shaped  canvases  of  Frank  Stella.  Currently  Stella 
is  enjoying  great  popularity.  Noland,  a  close 
friend  of  Morris  Louis,  also  employs  a  staining 
technique.  Noland  chooses  familiar  object 
images — targets,  chevrons,  parallel  bands  and, 
more  recently,  horizontal  stripes.  Barnett  New- 
man, a  pioneer  in  this  area,  began  to  explore  the 
possibilities  of  reduced  images  as  early  as  1948. 
Newman  leaves  the  viewer  with  only  the 
essential  elements  which  he  must  then  experience 
for  himself  as  he  has  stripped  away  all  props 
which  hold  visual  associational  values. 

The  paintings  of  Ad  Rcinhardt  present  a 
different  visual  experience.  His  almost  imper- 
ceptible square  patterns  in  black,  and  one  in  red, 
demand  the  viewer's  willingness  to  study  the 
canvas  until  the  patterns  become  visible.  Rcin- 
hardt died  in  1967  in  the  midst  of  the  artistic 
re-evaluation  which  he  helped  to  start.  It  was 
actually  he,  Louis  and  Newman  who  fathered 
the  ideal  of  minimal  imagery.  The  sixth  artist  is 
Larry  Zox.  At  33,  Zox  is  the  youngest  artist  in 
the  exhibition.  He  is  represented  by  two  large 
canvases,  'Ccrbus'  and  'Mobjack',  both  executed 
this  year.  'Ccrbus'  was  especially  created  for 


8.  Worthington  Whittrcdge.  Third  Beach,  Newport,  oil  on  canvas,  c.  l870's-i88o's.  Walker  Art 
Center  (Minneapolis,  Minnesota). 
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9.  David  Smith.  Medals  for  Dishonor:  Bombing  Civilian  Populations, 
bronze,  1939.  The  Estate  of  David  Smith,  courtesy  of  Marlhorough-Gerson 
Gallery. 


'The  Direct  Image':  and  has  never  before  been 
seen  publicly. 

All  eighteen  paintings  in  the  show  have  a 
common  adherence  to  a  simplified  essential.  The 
larger  paintings  can  best  be  viewed  when  the 
visitor  allows  the  colour  and  space  of  the  canvas 
to  engulf  him.  This  exhibition  served  as-a  kind 
of  prelude  to  'New  York  Painting  and  Sculp- 
ture, 1940-1970'  which  is  currently  to  be  seen 
at  The  Metropolitan  Museum  of  Art  as  a  part  of 
the  Centennial  programme. 


10.  Red  Grooms.  City  of  Chicago,  plywood  and 
beaver  board  painted  with  acrylic,  1968.  The 
Art  Institute  of  Chicago,  anonymous  gift. 
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Art  Treasures  of  the  19th  Century 

THE  16th  Annual  Winter  Antiques  show  for 
the  benefit  ot  East  Side  House  Settlement  con- 
cluded the  first  ot  this  month.  As  in  years  past, 
the  finest  antiques  on  the  American  market 
today  are  carefully  kept  for  presentation  at  this 
time.  Each  year  a  special  loan  exhibition  is 
arranged.  It  is  quite  appropriate  that  this  year's 
show  should  be  devoted  to  American  furniture 
and  paintings  and  sculpture  from  The  Metro- 
politan Museum's  American  Wing.  It  served  as 
a  prelude  to  a  large  exhibition  of  19th-century 
American  material  which  will  open  at  the 
Metropolitan  this  coming  April. 

Several  pieces  exhibited  at  the  antique  show 
have  not  been  previously  displayed  at  the 
Museum.  Among  these  is  an  outstanding  sten- 
cilled and  painted  New  York  secretary  in  the 
Empire  style,  made  about  1825  and  attributed  to 
Joseph  Meeks  and  Sons.  In  form  and  character, 
the  lower  section  is  related  to  numerous  New 
York  pier  tables,  with  massive  paw  feet  and 
flanking  Ionic  columns  with  gilded  capitals.  The 
architectural  design  of  the  upper  section  is 
related  to  New  York  wardrobes.  Contributing 
to  the  overall  striking  effect  is  the  black  back- 
ground, yellow  silk  sunburst  fabric,  the  contrast 
of  the  gilding  and  brass,  and  variation  in  style 
and  scale  of  painted  pattern. 

A  number  of  other  important  pieces  were 
shown — a  Victorian  Renaissance  chair,  uphol- 
stered in  purple  damask,  dated  1871;  a  hand- 
some pair  of  rosewood  card  tables,  produced  in 


II.  Barnctt  Newman.  Cltartres,  acrylic  on  canvas, 
Co.  Inc.,  New  York. 


New  York  about  182s,  perhaps  in  the  work- 
shop of  Duncan  Phyfe,  in  the  French  taste, 
inlaid  with  brass  and  accented  with  gilding;  an 
elaborately  ornate  cabinet,  labelled  by  Alexander 
Roux,  about  1 866 ;  a  splendid  circular  mahogany 
pedestal  table,  made  about  1830  in  the  Regency 
style,  from  the  workshop  of  Antoine-Gabriel 
Quervelle;  several  of  a  set  of  painted  side  chairs 
in  the  Empire  style,  each  with  a  different  design 


1969.  M.  Knoedler  and 


on  the  tablet,  made  in  Baltimore  about  1815, 
possibly  in  the  shop  of  John  and  Hugh  Findlay, 
and  a  magnificent  dolphin  sofa,  about  1820, 
representing  a  high  point  of  the  Empire  style  of 
American  cabinetmakmg,  with  its  flowing  line, 
skilful  carving,  and  subtle  colouring. 

This  was  a  dramatic  introduction  to  what 
promises  to  be  the  first  significant  exhibition  of 
American  19th-century  arts  to  be  held. 


13.  Secretary,  Empire  style,  New  York  City, 
possibly  Joseph  Meeks  and  Sons,  r.  1S25.  The 
Metropolitan  Museum  of  Art. 
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The  Connoisseur 
at  the  Imperial 

In  close  collaboration  with  THE  CONNOISSEUR  magazine,  THE  IMPERIAL,  TORQUAY  is  presenting 
a  series  of  special  weekends  devoted  to  the  appreciation  and  better  understanding  of  Antiques 
and  other  works  of  Art.  These  weekends  are  for  connoisseurs  and  for  this  reason  The  Imperial  is  the  ideal 
venue.  Every  aspect  of  connoisseurship  is  provided  for  with  authoritative  speakers  and  unstinted  hospitality. 

February  6th  to  gth:  "PAINTINGS"  Weekend 

Speakers  include  Stephen  Rees  Jones  of  the  Courtauld  Institute  on  "The  Authentication  of 
Paintings"  ;  Denis  Thomas  on  "The  East  Anglian  School  of  Painting",  and  John  Fitzmaurice 

Mills  on  "Painters  of  Devon". 

An  exhibition  of  paintings  from  the  Courtauld  Institute  and  elsewhere,  a  discussion  with  the  experts  and 
advice  on  the  care  of  paintings.  Visits  to  Povvderham  Castle  and  Beanie's  Saleroom. 


March  6th  to  gth:  " i8th-Century  Furniture"  Weekend 

with  several  distinguished  speakers  and  excursions  to  Saltram  House  and  Dartington  Hall. 
Write  for  full  details  and  inclusive  charges  (covering  rooms  with  private  baths,  champagne  and  other 
receptions,  all  meals  with  wines,  entertainment  as  well  as  lectures,  excursions,  etc.)  to 


Telephone:  Torquay  24301 


TORQUAY 
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GEORGES  LACOMBE  1868-1916)  La  Mer  Gris,1890 

Oiloncanvas         181/s  x255/8  in.         Signed  (lower  left)  Georges  Lacombe 


In  the  European  collection 

Hirschl 

&  Adler  Galleries  inc.  21  East  67  Street  New  York  N.  Y  10021 

(212)  535-8810    Cable:  Hiramart    Tuesdays  through  Fridays  9:30  to  5:30    Saturdays  9:30  to  5:00 


Next 

month  in 

The  Connoisseur 

The  April  issue  will  include : 

Tapestries  in  the  Calouste  Gulbenkian  Collection  by  Gloria 
Guerreiro.  The  curator  of  the  new  Gulbenkian  museum  in 
Lisbon  describes  important  examples  from  its  collection^. 

The  Treasure  of  the  Conventual  Church  of  St.  John  at  Malta 
by  Charles  Oman.  The  last  of  three  articles  concerned  with  a 
rare  illustrated  inventory  of  gold,  silver  and  jewelled  objects. 

New  light  on  large  Rockingham  vases  by  Angela  and  G.  A. 
Cox.  Newly  discovered  preliminary  sketches  relating  to  the 
'Rhinoceros'  and  'Dragon'  vases. 

David  Allan  and  the  Hamilton  portraits  by  J.  R.  F.  Thompson. 
The  story  of  two  portraits  of  the  great  collector  of  antiquities 
Sir  William  Hamilton. 

Latten  spoons  by  Christopher  Peel.  The  first  of  two  articles 
tracing  the  development  of  early  brass  spoons  and  their 
different  types. 

New  York  painting  and  sculpture  by  James  W.  Wood.  An 
exhibition  at  the  Metropolitan  Museum  of  Art  devoted  to 
the  New  York  School  since  1940. 

Roman  Catholic  Church  Plate  by  John  Pearce.  Rare  silver 
made  in  the  Maryland  area  of  the  United  States  between 
1634  and  1800. 


Our  contributors  in  this 
issue  include: 

frank  r.  bradlow:  author  of  'Thomas  Bowler, 
His  Life  and  Works'. 

j.  jefferson  miller  ii :  Associate  Curator,  Divi- 
sion of  Ceramics  and  Glass,  Smithsonian  Institu- 
tion. 

charles  oman:  formerly  Keeper  of  the  Depart- 
ment of  Metalwork,  Victoria  and  Albert  Museum. 

w.  j.  strachan:  author  of  'The  Artist  and  the 
Book  in  France'. 
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A  fine  and  rare  Louis  XVI  plum  pudding  mahogany  and  ebony  secretaire 
signed  by  C.  C.  Saunier.  The  Wedgwood  panels  date  circa  1783  and  were 
modelled  by  William  Hackwood  after  designs  by  Lady  Templeton.  This  unusual 
pieee  stands  only  four  feet  high. 

The  porcelain  clock  is  one  of  the  exceptionally  hue  examples  created  at  the 
Niderviller  factory  at  the  end  of  the  eighteenth  century.  The  Louis  XVI  painted 
fauteuil,  one  of  a  pair,  is  en  suite  w  ith  a  canape  and  four  smaller  armchairs  with 
oval  backs. 


SPRING  EXHIBITION 

FINE  DUTCH,  FLEMISH  AND  ITALIAN  OLD  MASTER  PAINTINGS 


Daily  10  a.m.  -  6  p.m. 


9th  April  —  31st  May,  1970 


Saturdays  10  a.m.  -  i  p. 


m. 


JACOB  VAN  RUISDAEL  (1625  Haarlem  1682) 
Landscape.    Signed.    Canvas,  17  by  20 J  inches  (40-3  by  50-28  cms) 
Collections:  Charles  Sedelmcyer,  Paris;  Rodolphe  Kami,  Parts  1907;  Duveen  Brothers,  1907,  etc.,  etc. 
Literature:  C.  Hofstede  de  Groot,  'Catalogue  Raisonne',  etc.;  J.  Rosenberg,  'Jacob  van  Ruisdael',  1928,  No.  192. 


Paintings  by:    J.  Ruisdael, 
j.  Van  Cleve, 
P.  De  Hooch, 
J.  Constable, 
Jan  Brueghel 


Albert  Cuyp, 

N.  Verendael, 

\V.  I  'an  tier  I'elde. 

/-'.  Guardi, 

A.  Van  der  Neer 


K.  Dujardin, 
F.  Moucheron, 
P.  Rubens, 
L.  Cranach, 
Jan  Baptiste 


Illustrated  Catalogue  5/- 


LEONARD  KOETSER  GALLERY 

13  Duke  Street,  St.  James's,  London,  S.W.  i  . 

Telephone:  01-930  9348/9 


JERE 

255  KING'S  ROM 


Telephone :  FLAxman  0644 
FLAxman3127 

OPEN  A 
Members  of  Tht 


English :  last  quarter  of  the  1 8th  Century- : 
A  superb  and  most  rare  kneehole  desk,  the 
front  and  sides  being  serpentine,  the  whole 
executed  in  faded  mahogany  with  boxwood 
stringing,  the  chamfered  corners  being 
inlaid  with  flutings  of  boxwood. 
Dimensions: 

Maximum  Height:  2  ft.  ~]\  in. 
Maximum  Width:  3  ft.  7 In. 
Maximum  Depth:  1  ft.  1  \\  in. 
Price:  £1,850  sterling 


;  acquire  through  enterprise  with  discrimination  FOR    Y  ( 

We  restore  through  expertise  to  perfection 

We  exhil 

lite  :-  ,  '■  * 


LTD. 

LONDON,  S.W.3 

Cables:  jeremique,  london,  s.w.3 

Lv 

Association  Ltd. 
FURNITURE 


French:  second  half  of  the  18th 
Century :  A  charming  and  most  rare 
Louis  XV  period  Cartel  clock  of  ormolu. 

Signed  by  LePaute. 
Maximum  Height:  i  ft.  8  in. 
Maximum  Width:  9  in. 
Price:  £585  sterling 


WE  WOULD  RESPECTFULLY  DRAVt 
THE  ATTENTION  OF  OUR  PATRONS  TO 
OUR  CAREFULLY  SELECTED 
COLLECTION  OF  ENGLISH  AND 

FRENCH  OBJETS  D'ARI 
AN  ARTICLE  FROM  WHICH  WE 
ILLUSTRATE  BELOW: 


French:  last  quarter  of  the  18th 

Century:  A  superb  and  most  rare 

Louis  XVI  period  Cartel  clock  of  ormolu. 

Signed  by  Henri  Voisin. 

Maximum  Height:  1  ft.  5  in. 

Maximum  Width:  9  in. 

Price:  £950  sterling. 


ROVAL 

r  appreciation 


Unusually  delicate.  An  extremely  fine  console  en  acajou  fashioned  in  the  French  Empire  taste,  circa  1818. 

It  is  attributed  to  Charles-Honore  Lannuier  of  New  York  who  made  much  of  the  furniture  for  President  James 

Monroe's  White  House  after  the  fire  of  1814. 

The  console  is  more  compact,  more  delicate  than  most,  measuring  37'/2"  high,  42,/2"wide  and  18'/2"  deep.  Its 
small,  crisply  sculptured  feet  are  painted  bronze  green  and  decorated  with  original  gilded  acanthus  leaf  carving. 

The  lavender  tinted  French  marble  top  and  original  bronze  dore  mounts  are  of  excellent  quality. 

On  the  console  stands  a  pair  of  fine  Parisian  silver  sticks,  circa  1818,  flanking  a  rare  Philadelphia  emigre-made 
bowl,  circa  1815,  by  Amable  Brasier. 


RT  TRUMP 


Co.,  Inc. 

One  of  the  six  best  collections  of  American  furniture 
in  the  country.  All  pieces  unconditionally  guaranteed  to  be  genuine 
and  as  represented  with  no  major  restoration. 

1634  Latimer  St.,  Philadelphia,  Pa.  19103  •  (215)  545-1750  •  Open  12  to  5  weekdays  or  by  appointment 
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Founded  1666 


ft  ■  apptiim^ri'. 
r  Ma/nly  The  Queen 
MedaUitli 


Portrait  of  the  Duke  of  Wellington  standing  by  his 
horse,  by  Sir  David  Wilkie,  R.A.,  1785-1*841. 
Oils  on  board.  24  ■   18.',  inches. 
Litt:  Lord  Gerald  Wellesley  &  J.  Steegman,  The  Iconography 
of  the  First  Duke  of  Wellington". 
Provenance:  Marquis  of  Salisbury. 
A  sketch  for  the  full  length  portrait  in  the  possession  of  the 
Merchant  Taylors"  Company. 


INK  &  SON  LTD..  KING  STREET  ST.  JAMES'S.  LONDON.  S.W.I.  TELEPHONE:  01-930  7888.  L>4  Hours   CABLES:  SPINK  LONDON.  S  W  I 

Permanent  Agent  in  Scotland  Major  General  I.  A.  Robertson  <  h  ,  m.b.e..  Brackla  House.  Nairn,  Scotland 
13  Medali  &  Orders       Oriental  Art    •    European  Glass  &  Porcelain        Classical  Antiquities         Enehsh  Silver        English  Furniture    •    English  Painting  *  r>i 


lACCnU    C>    CADI  IT   P\    \/ AMHCl/  A  D 

i  ill 

Superb  Lambctli  Tulip  dish  of  unusual  large  size,  16  indies  dia.,  perfect  condition. 

138  BROMPTON  ROAD,  LONDON  SW3  Tel:  01-589  8481 

LIMITED 


Members  of  The  British  Antique  Dealers'  Association 


Works  of  Art 
Period  Furniture 
Restoration  of  Antiques 


Telephone:  01-235  1813  14 


A  mid-1 8th-Century  giltwood  overmantle  mirror  of  fine  quality  and  unusual  design 
Width  5  ft.  3  in.    Height  4  ft. 

45  SLOANE  STREET    LONDON  S.W.I 


Cables:  DENYSANT  LONDON  S.W.I 
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RICHARD  GREEN 

(Fine  Paintings) 


IN  THE  HOUSE  OF  A  COLLECTOR 
by  FRANS  FRANCKEN  II 
Signed  and  dated  1636 
Panel  20£"  x  3(H" 

This  painting  will  be  included  in  a  forthcoming 

EXHIBITION  OF  OLD  MASTERS 

commencing  7th  April  1970 

illustrated  catalogues  will  be  available  on  request  £1  in  aid  of 
THE  IMPERIAL  CANCER  RESEARCH  FUND 


36  DOVER  STREET  LONDON  W1X  4JQ  TELEPHONE:  01-493  7997 


KAPLAN  GALLERY 


LE  PONT  NEUF  SOUS  LA  NEIGE,  1904  29  x  36  ins. 


FIRST  LONDON  EXHIBITION  OF  PAINTINGS  BY 

FERN  AND  QUIGNON 

1854  -  1941 

FEBRUARY  24th       -       MARCH  26th  1970 

DAILY  10-6  SATURDAYS  10  •  I 

Illustrated  Catalogue  available  on  request  3  hd.  'L  '.S.  $1.00)  in  aid  of  Imperial  Cancer  Research  Fund 

6  DUKE  STREET  ST  JAMES'S  LONDON  S.W.I 

01-930  8665 


A  Superb  Gold  Clock  by  Faberge 

This  fine  example,  enamelled  translucent 
lilac,  the  outer  border  enamelled 
opalescent  oyster  with  chased  trailing 
gold  laurel  leaves". 
The  dial  with  a  border  of  seed  pearls  and 
diamond  set  hands. 
Signed  Faberge  and  bearing  the  initials 
of  the  chief  workmaster,  Henrik  VYigstrom. 
Actual  size. 


Paysage  d'Automne  Oil  H.  54  cm      L.  65  cm 

signed  lower  left  2H  in.     25^  in. 


VICTOR 

CHARRETON 

1864—1 937 


Post  and  Neo  Impressionists 


Perceptive  buyers  note  1^1 d  U TICG 

our  paintings  are  for  *mm  jpm  m 

investors  as  well  as  m\.  1^1  f  \  %  ] 

collectors 

Galleries 


936  NORTH  MICHIGAN  AVENUE,  CHICAGO,  ILLINOIS  60611 
"OPPOSITE  THE  DRAKE  HOTEL" 
TEL:  312  642-1700 


BY  APPOINTMENT  TO  HER  MAJESTY  THE  QUEEN,  GOLDSMITHS  AND  CROWN  JEWELLERS,  GARRARD  AND  COMPANY  LIMITED,  LONDON 


GAR  RAR  D 


The  Crown  Jewellers 


Pair  of  Sauce  Boats.  Date:  George  II  1734  Maker:  Peter  Archambo 
Coffee  Pot.  Date:  George  II  1727  Maker:  Richard  Bayley 
Teapot.  Date:  George  I  1725  Maker:  Richard  Bayley 


GARRARD  &.  COMPANY  LTD  •  1 1 2  REGENT  STREET  •  LONDON  W1A  2JJ  •  TELEPHONE  01-754  7020 


HEIM 


OLD  MASTER 
PAINTINGS  AND  SCULPTURES 

59  JERMYN  STREET,  ST.  JAMES'S 

LONDON,  S.W.I. 

Tel:  01-493  0688  Cables:  Heimgal,  London,  S.W.I 

Also  in  Paris:  109  Faubourg  Saint  Honore,  Paris  VIII 


D.  M.  &  P. 


MAN  HEIM 


Member  of  The  British  Antique  Dealers'  Association  Ltd. 

Proprietor:  Peter  Manheim 

Open  by  Appointment  Only 

RARE  SPODE  POTTERY  PLAQUES 

Circa  1820 

A  very  fine  pair  of  plaques,  exquisitely 
painted  in  natural  colours  with  scenes  of 
English  country  mansions  and  sheep  and 
deer  grazing  in  parkland.  The  moulded 
leaf  borders  are  gilded  to  represent  frames. 
b\  ins.  by  4|  ins. 

Both  impressed  marked  "Spode"  and  "A". 

69  UPPER  BERKELEY  STREET 
PORTMAN  SQUARE,  LONDON,  W.1 

Telephone:  01-723  6595 

Cable  Address  :  Inland  Telegrams : 

Vivantique  London  W.1  Vivantique  London,  W.1 
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IY  APPOINTMENT  ANTIQUARIES  OF  CHINESE  WORKS  OF  ART 
TO  H.M.  THE  KING  OF  SWEDEN 


BLUETT  &  SONS  ltd 

Oriental  Wovks  of  3rt 


Hellenic  sand-core  glass  vessels.  Oenochoe:  white  glass  with  wine-coloured  trailing;  alabastron  and 
amphoriskos:  opaque  dark  blue  with  opaque  yellow  and  turquoise  trailing.  5th  century  B.C. 

Heights:  3  inches,  4 \  inches,  3§  inches. 

The  small  glass  vessels  illustrated  above  were  made  by  the  difficult  method  of  fashioning  molten  glass  upon  a  core,  formerly  thought  to 
have  been  sand,  but  now  supposed  more  likely  to  have  been  of  mud  with  perhaps  straw  used  as  a  binder. 

This  ancient  technique,  the  most  widely  used  before  the  introduction  ot  glass-blowing  sometime  during  the  years  immediately  preceding 
our  era,  was  exploited  commercially  in  the  Levant  by  the  Phoenicians  from  about  the  seventh  century  15. C.  They  based  their  shapes  upon 
four  classical  Greek  vessels:  oenochoe,  alabastron,  amphoriskos  and  aryballos,  the  period  of  finest  production  being  the  6th  and  5th 
centuries  B.C.  In  the  next  two  centuries  these  forms  were  debased  and  still  later  were  elongated  to  correspond  with  Hellenistic  shapes. 
The  sand-core  technique  imposed  severe  limitations  upon  the  size  of  these  luxury  vessels  which  were  used  for  unguents  and  scents.  This 
very  limitation  of  size  was  compensated  for  by  a  certain  jewel-like  quality  resulting  from  the  bright,  opaque  colours  and  the  necessarily 
thick  glass.  In  a  world  whose  refined  pottery  was  not  enhanced  by  glaze  these  less  austere,  but  more  fragile  little  vessels  must  have  come 
as  a  welcome  relief,  with  their  less  frigidly  precise  outlines,  from  the  severity  of  the  classical  pottery  of  Ancient  Greece. 

It  is  not  perhaps  yet  widely  known  that  Messrs.  Bluett  &  Sons  have  from  time  to  time  fine  examples  of  ancient  glass  in  stock.  Early 
Islamic  glass  being  naturally  within  our  field  of  Oriental  art,  it  has  seemed  but  a  small  step  to  widen  the  field  westwards  to  include  pieces 
of  very  early  date. 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 

48  Davies  Street,  London,  wiy  ild 


Cables:  "Chincccram,  London- W.  1 " 


Telephone:  01 4)29  4018  and  3397 


In  the  Bahamas: 

THE  ANTIQUE  GIFT  SHOP  &  ART  GALLERY 

Governors  Harbour,  Eleuthera  Island,  Bahamas 


An  original  watercolour  by  Sir  William 
Russell  Flint,  R.A.,  entitled,  'Silver', 
showing  the  Island  Rhum  off  the  Scottish 
West  Coast.  Signed.  13    19  inches. 


NEW  FOLDER  ON  REQUEST  -  SPECIALISTS  IN  FINE  PAINTINGS,  PRINTS  AND  EARLY  MAPS 


A  rare  silver  bowl  HAMBURG  c.  1680  by  HEINRICH  VON  DORT  14  ins.  across  (3r  cm.)  6  ins.  high  (1  r  cm.) 
l6c  Grafton  Street,  London,  W.I  Telephone:  Hyde  Park  1  £97 
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T.  CROWTHER  &  SON 

(T.  CROWTHER  &  SON  LTD) 

282  North  End  Road,  Fulham,  London,  S.W.6 

Please  Note:  We  close  at  1.0  p.m.  on  Saturdays 
Cables:  Antiquity,  London     Telephone:  01-3S5  1375-7 


An  important  early  18th-century  English  Chimneypiece  with  Grecian 
key  frieze  in  white  and  jasper  marbles. 

Length  of  shelf  6  ft.  7  in. 

Total  height  4  ft.  9  in. 

Opening  width  3  ft.  10  in. 

Opening  height  3  ft.  8  in. 
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Ed.  Vuillard  : 
Vintinille. 

18x11  in.  Pastels. 


PHILLIPS,  SON  &  NEALE 

Fine  Art  Auctioneers  since  1796 

By  direction  of  THE  EXECUTORS  OF 
THE  LATE  Mrs.  E.  M.  SCOTT- MASON, 
THE  LATE  Mrs.  R.  H.  SEAGER 
and  Others 

23rd  MARCH  at  2  p.m. 

FINE  WATER  COLOURS 
DRAWINGS  AND  PASTELS 


Sir  F.  Brangwyn  : 
St.  Francis  11  x  10  in. 
Pen  Ink  and  Watercolours. 


INCLUDING  WORKS  BY 
SIR  F.  BRANGWYN  :  R.CLEVELEY:  A.V.COPLEY-FIELDING:  D.COX:  F.  DANBY:  M.  BIRKET  FOSTER : 
J.NASH:    P.NASH:   C.  PISARRO:   A.  W.  N.  PUGIN  :    P.  W.  STEER  :   T.SUNDERLAND:    F.  TOPOLSKI: 
F.TOWNE:  J.  M.W.TURNER:  E.  VUILLARD:  J.WARD:  AND  MANY  OTHERS. 

VIEW:  THURSDAY,  FRIDAY,  SATURDAY  MORNING  AND  MONDAY  MORNING 

Illustrated  Catalogue  2s.  (post  free) 

BLENSTOCK  HOUSE,  7  BLENHEIM  STREET,  NEW  BOND  STREET,  W1Y  OAS 

01-499  8541 


A  comprehensive  monthly  bulletin  of 
International  Art  Auction  Sales 


10 


THE 

CCNNCISSEUR 
AIPT  SALES 
■NEE^ 


A  Sales  Results  Index  giving 
full  details  of  picture  sales 
throughout  the  world  with 
prices  shown  in  £  and  S. 
Pictures  fetching  less  than 
£1 00  are  excluded. 

The  month's  sales  activities 
reviewed  for  the  investor  by  an 
international  team  of  experts. 

A  Sales  Calendar  for  the  coming 
month. 

An  expansible  binder  for  filing 
the  bulletins  into  the  most 
extensive  and  up-to-date 
record  of  Art  Sales  in  the  world. 


Send  subscription  (U.K.  £25;  Europe  £26;  U.S.A.  and  elsewhere  £32) 

or  write  for  full  details  to 


THE  CONNOISSEUR  ART  SALE'S  INDEX,    CHESTERGATE  HOUSE 
VAUXHALL  BRIDGE  ROAD,  LONDON  S.W.1. 
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JOHN  SPARKS 

LIMITED 

Chinese  Wovk&  of  &rt 


A  Canton  Enamel  deep  dish,  decorated  in  famille  rose  enamels 
CH'IEN  LUNG  PERIOD:  A.D.  1736-1795 
Diameter:  8|  inches 


128  MOUNT  STREET,  LONDON,  W.l 

01-499  2265 


■4 


GREGORY  &  Co. 

(BRUTON  STREET)  LTD.  ESTABLISHED  1823 

Telephone:  Mayfair  2608/9/0,  2066 

27  BRUTON  ST.,  BERKELEY  SQUARE 
LONDON,  W.i 

Telegrams:  Gregco,  Wesdo  London 


ANTIQUES 
FURNITURE 
U  P  H  O  L  S  T  E  R  V 
CURTAINS 
CARPETS 
C HA N  DEL  I ER S 


DESIGNS  &  SCHEMES 
BOARD  ROOMS 
DIRECTORS'  SUITES 
DECORA  TION  S 
ELECTRICAL  WORKS 
H   E   A  TING 


V  ALU  A  TION 


A  Queen  Anne  walnut  wing  chair  frame 
on  carved  cabriole  legs,  upholstered  in 
1 7th  Century  Brussels  tapestry,  the  wings 
in  gold  silk  velvet. 


BEAUCHAMP  GALLERIES 

Members  of  the  British  Antique  Dealers'  Association  Ltd. 


WORCESTER    FLIGHT,  BARR  AND  BARR    c.  1815-1820 

A  fine  Garniture  of  three  Vases,  the  centre  vase  with  cover  painted  with  a  view  of  Ripple  Church, 
Worcestershire,  the  two  smaller  vases  with  entwined  snake  handles,  one  with  a  view  of  Middleham 
Castle,  the  other  with  a  view  of  Kirkstall  Abbey.  All  have  an  apple-green  ground  with  richly-gilt 
embellishment.  10  inches  and  6|  inches  high.  Script  and  impressed  marks. 

8    BEAUCHAMP    PLACE  Telephone :  01  -589  57/6  LONDON 


S.W.  3 
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BRIAN  KOETSER  GALLERY 

930  6309  38  DUKE  STREET, 

ST.  JAMES'S,  LONDON  S.W.r 


BRIAN  KOETSER 

announces 
his  forthcoming  annual 
Spring 

EXHIBITION 

of 

OLD  MASTER  PAINTINGS 


Opening 
APRIL  14th 


MONDAY  -  FRIDAY  SATURDAY 
10.0  -  5.30  10.0  -  1.0 


CATALOGUES  7/6 
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JACEY  GALLERIES 

We  don't  tell  everyone 
about  JACEY  GALLERIES, 
Marble  Arch,  because  our 
Oxford  Street  address 
creates  the  wrong 
impression.  Only 
connoisseurs  of  fine 
ANTIQUES,  PAINTINGS 
AND  CHOICE  GIFTS 
would  appreciate  this  new 
and  exciting  arts  centre. 


523,  OXFORD  STREET,  MARBLE  ARCH,  LONDON,  W.1.  Tel:  629  6396 


JULIUS  BOHLER 

OLD  MASTER  PAINTINGS 
SCULPTURE  ANTIQUES 


Briennerstr.  25 

TELEPHONE:  MUNICH  555229 
TEL.  ADDRESS:  PAINTINGS 
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Diamond  &  Fine  Art  Co.  Ltd. 

35  Brook  Street,  Mayfair,  London  W.l 

Telephone  01-499  0921 


One  of  a  pair  of  Hepplewhite  Period  Window  Seats.  Circa  1780 


also  at  Hoddesdon  Herts  ■  Kensington  London  •  Jersey  C.I. 
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OMELL  GALLERIES 

FINE  19th-  and  20th-CENTURY  PAINTINGS 


ADELSTEEN  NORMANN 
(Norwegian  1848-1918) 


HARDANGER  FJORD,  NORWAY 
Canvas  36  X  54  ins.  (90  X  135  cms.) 


22  BURY  STREET,  ST.  JAMES'S,  S.W. 


TEL:  01-839  4274 


ROBERT  MORRISON 


FINELY  CARVED  i8th-CENTURY 
MASTERS  CHAIR  IN  MAHOGANY 


EARLY  CLOSING  SATURDAY 


THE  ADAMS  HOUSE  PETERGATE 

TELEPHONE  23333 


YORK 
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THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 

20  Rutland  Gate,  London  S.W.7 
Telephone:  01-589  4128/2102 


From  the  Collection  of  the  late  Mrs.  D.  Gubbay 

Antique  German  oblong  snuffbox  with  cut  corners,  the 
body  of  felspar  and  the  cover  of  gold  inlaid  with  a  piece  of 
felspar.  The  gold  part  of  the  cover  is  finely  chiselled  with  a 
chinoiserie  scene  and  there  is  a  gold  Chinese  figure  super- 
imposed on  the  felspar,  which  is  carved  in  the  form  of  a 
shell.  The  sides  of  the  box  are  carved  with  formal  leaves, 
shells  and  fruit  in  panels.  Circa  1 740. 

During  this  year  we  shall  illustrate  Works  of  Art  which 
were  in  the  Gubbay  Collection,  acquired  through  members 
of  The  British  Antique  Dealers'  Association. 


A  booklet  price  ios.  post  free  ($1.50  abroad)  giving  the  names  and  addresses  of 
established  dealers  in  antiques  and  works  of  art  who  are  elected  members  of  the 
Association  will  be  forwarded  on  application  to  the  Secretary. 


CHARLES 
WOOLLET 
&  SON 

(Members  of  the  British  Antique  Dealers'  Association) 


A  Very  Interesting  Set  of  4  Jacobite  Miniature  Paintings 
on  Ivory.  Prince  James  Francis  Edward  Stuart,  The  Old 
Pretender,  his  wife  Clementina  and  their  two  sons,  Prince 
Charles  Edward  and  Prince  Henry,  Cardinal  York.  Size  2f" 


59/61  WIGMORE  STREET, 
LONDON  W1H  9LF 


Established  1889 


Phone  01-935  8664 


John  Keil 

154  Brompton  Road,  London  SW3 

oi-j8g  6454         ltf&-\      Cables:  Keilantiq 


A  fine  oak  longcase  clock  with  original  Japanning,  the  finely 
painted  floral  panels  on  blue  ground.  The  long  door  and  lower 
half  having  four  scenes  from  the  Spanish  opera  "Don  Quixote", 
the  original  painting  completed  on  paper  panels,  the  same  retain- 
ing their  brilliant  colours. 

The  movement  by  William  Maggs,  London  (claimed  to  be  succes- 
sor to  Daniel  Quare,  1724-30) 

Height:  7  ft.  p  in. 
Length:  1  ft.  8  in. 
Depth :       g\  in. 

Also  at        29  Thurloe  Place  S.W.7 
51  Park  Street,  Bristol 
7,  8  and  p  Quiet  Street,  Bath 
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OLD  MASTERS 

FINE  PAINTINGS 
&  DRAWINGS 
FOR  MUSEUMS 
&  COLLECTORS 


H.  SHICKMAN 

GALLERY 
Q29  PARK  AVE 

NEW  YORK 


ESTABLISHED:  1866 

OVER  100  YEARS  OF  FINE  DEALING 


BIGGS 


Of 


MAIDENHEAD 


26,  28,  30,  32  HIGH  STREET    MAIDENHEAD  BERKSHIRE 


Open  All  Day 
Including  Saturdays 
Closed  Mondays 

Members  of  the  B.A.D.A.  Ltd 


William  and  Mary  chest  of  drawers 
with  oyster  veneers  in  olivewood. 

Height  2  ft.  8^  in. 
Width  2  ft.  11  in. 
Depth  1  ft.  1  of-  in. 


TELEPHONE:  26363/4  STD:OMA8 

24  hr.  answer  phone  service 


V.,  .      A  <■'"■  >"£  vF~ 

p*m£«*  mf 


-  mgv 


famous  for  fine 
Garpets  and  cJapestries 


Senneh  6  ft.  Tin.      4  ft.  5  in. 
Ref.  013749 


Antique  and  Old  Oriental  Carpets 
and  Rugs,  Tapestries,  etc. 
BOUGHT -SOLD  -  EXCHANGED 
Fitted  carpeting  in  exclusive 
plain  colours  a  speciality. 


Perez 

112  BROMPTON  ROAD,  S.W.3 

Telephone  01-589  4411  (3  lines) 
Telegraphic  Address  CARPEREZET 

also  PARK  STREET,  BRISTOL  and 
AMSTERDAM 


The  Connoisseur,  March,  1970 


32 


GALLERY  SACERDOTI 

Corso  Matteotti  16      -      Sanremo  Italy 

Telephone:  86-334 


Oskar  Kokoschka 

"La  Chiesa  della  Salute" 

oil  on  canvas  43}x32f  in.  (110  -  83  cm.) 


We  buy  important 
old  and  modern  paintings 
of  the  Italian  School 


Please  send  photographs  and 
details  for  eventual  offers 


For  information  in  New  York  please  apply  to : 
Salvador  Benguiat  Trafalgar  7-9385  or  Trafalgar  7-9305 
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WILDENSTEIN 

ITALIAN  DRAWINGS 

FROM 

THE  ASHMOLEAN  MUSEUM,  OXFORD 

until  21st  March,  1970 

ADMISSION  3s. 


Weekdays  10-5.30 


Saturdays  TO  -  12.30 


Thursdays  10-8 
in  aid  of  The  Friends  of  the  Ashmolean 

147  New  Bond  Street,  London  Wi 

Telephone:  01-629  0602 


U.  Joli 


Member  of  The  British  Antique  Dealers'  Association  Ltd. 
fe 


By  Appointment 
to  Her  Maiesty  Queen  Elizabeth  II 
Supplier  of  Carpets 


Fine  Turkish  silk  "Kom  Kapu"  rug  of  Ispahan  design  on  red  ground 
surrounded  by  blue  border  Circa  1  850.  Size  6  ft  8  ins  >  4  ft.  2  ins. 


70  SOUTH  AUDLEY  STREET, 
LONDON,  W.  I 

Telephone:  HYDe  Park  5288 
and  at  36  HIGH  STREET,  OXFORD 

Telephone:  Oxford  44I97 
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LOUIS 


WINE  DA 


Fine  Art  Dealers,  Jewellers  and  Silversmiths 


17th  Century 
Silver  Gilt 
Beakers. 


Niirnberg  circa  1680 

height  3 1  inches  weight  3^  ozs. 


Niirnberg  circa  1660 
by  Jacob  Kraer 

height  3  \  inches  weight  3  ozs. 


Established  1840 


31  &  32  GRAFTON  STREET,  DUBLIN 


Tel:  Dublin  773865 


Marlborough  Drawings  and  Watercolours  by 

Moore 


Marlborough  Fine  Art  (London)  Ltd 
39  Old  Bond  Street 
London  WIX  4BY 
Telephone:  01-629  5161 
Cables:  Bondartos  London 


Exhibition  March  to  April  1970 


Picasso 
Sutherland 


EXHIBITING  AT  CHELSEA  SPRING  ANTIQUES  FAIR,  STAND  NO. 9 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 


MALLETT 

MAI. I  I  I  I  &  so\  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET,  LONDON  WIY  OBS,  TELEPHONE  01-499  74"  1  (5  LINES) 
CABLES:  MALLETSON  LONDON  WIY  OBS  AND  AT  BOURDON  HOUSE,  2  DAVIES  STREET,  LONDON  WIY  OBS 


Mallett  are  pleased  to  announce  the 
opening  of  their  new  branch  and 
showrooms  in  New  York  at  Bergdorf 
Goodman,  Fifth  Avenue  at  58th  Street  on 
Wednesday  1st  April. 


A  very  fine  quality  Regency  centre  table  of 
burr  maple,  having  a  tortoiseshell  border 
with  pewter  decoration.  The  end  supports 
having  gilt  enrichments,  see  "Regency 
Furniture"  page  76  by  Margaret  Jourdain. 
Length  40^  in. 

Depth  24J  in. 

Height  29J  in. 
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SIMON  KAYE  ltd 


ANTIQUE  SWEDISH 
SILVER  SOUP  TUREEN 
AND  COVER 


Town:  Stockholm 
Date:  1752 
Weight:  82x8 
Maker:  Pcttor  Lund 
Height:  12  in. 
Length:  1 1  in. 
Width:  8  in. 


ib  ALBEMARLE  ST    PICCADILLY  LONDON  W.i 


Telephone : 
hyde  park  7658  and  5152 


□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□ 
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LATE-1 8th-CENTUR Y  BREAKF 
BOOKCASE  IN  MAHOGANY. 


LENGTH 
HEIGHT 
DEPTH 


9  FT.  9  INS. 
8  FT.  4  INS. 
1  FT.    10  INS. 


aho  Grttruboro,  North  Carolina  and  335  Worth  Av*.,  Palm  Btaeh,  Florida 
Mcmbtr  AID.  -  I.D.D.A.  -  Compltu  Decorating  Strvico 


■Krai 
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M.  NE 


Members  of  tl 


43a  Dul 
and  1  /5  Rye 

Telephone:  01-gjo  6068 


'September  time'  by  JOSEPH  FARQUH ARSON,  R.A.  (Signed). 
Collections:        Royal  Caledonian  Schools 

Lord  Blanesburgh 
Canvas  size:        20  X  30   inches       (six  76  cms.) 
Framed  size:        2 si  <  35A  inches       (65  <  90  cms.) 


Framed  size: 
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170 

[J  LTD. 


■iciation  Ltd. 

H  James's 
tlidon,  S.W.i. 

\WPIC,  LONDON,  S.W.i 


UKE,  R.A.  1917 

:y  of  Artists — 

)X  31  cms.) 
»X  41  cms.) 


'May  Blossom,  near  Callander'  by  DAVID  FARQUH ARSON,  A.R.A.,  A.R.S.A.  1890 
(Signed  and  dated). 

Collections:        Mrs.  M.  M.  A.  Brocklebank 

Mrs.  G.  McCulloch 
Exhibited:  R.  A.  Winter  Exhibition  1909  No.  28.5 

Canvas  size:  18  <  30  inches  (46x76  cms.) 
Framed  size:       23^ x  35 J  inches       (60 X  90  cms.) 
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European 
Works  of  Art 


RECLINING  BACCHUS 
Marble 
Length :  \1\  inches 

GERMAN 
18th  CENTURY 


DAVID  PEEL 


CLASSICAL 
ANTIQUITIES 


Draped  torso  in  white  marble 
Roman,  1  st-2nd  century  A  D. 
25"  high,  excl.  plinth. 
£820.0.0./$1 .968.00 


FOLIO  FINE  ART 

FOLIO  FINE  ART  LIMITED 

6  Stratford  Place,  London.  W1  N  OBH 

Catalogues  issued  at  regular  intervals 


&  CO.  LTD. 


2  CARLOS  PLACE,  MOUNT  STREET,  LONDON  W.I    Telephone:  HYDe  Park  3161 


The  Connoisseur,  March,  1970 


42 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  H.M.  QUEEN 
ELIZABETH  THE 
QUEEN  MOTHER 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  THE  LATE 
QUEEN  MAR  V 


Enlarged 


Actual  Size. 


Z 
< 


A  latc-XVIII-Centurv  English  bloodstone  mounted  Knif 
The  handle  of  bloodstone  inset  with  rubies,  emeralds  and 
diamonds;  the  ends  enamelled  in  the  style  of  Moser. 
The  blade  is  of  steel  overlaid  at  the  handle  end  and  is 
coloured  gold.  c.  177°- 

An  example  from  our  collection  of  objets  dc  Vertu. 


Valuations  for  Probate,  Insurance  and  Division 

Telephone:  01-629  6261    TfUgraphic  Address  "Enclose  London  W.V 


htlv  reduced 


.7 


Gaetano  Gandolfi  (San  Alatteo  deHa  Decima  lj^.-t-Bologna  1802) 
'adoration  of  the  magi.'  Pen  and  brown  ink  and  wash. 
212  mm.  ■  518  mm.  (8§"  •  12^") 


Folio  Fine  Art 

Spring  Exhibition  1970 


Drawings 
by  Italian 
Old  Masters 

March  24th  —  April  10th 


A  selection  of  Bibiena 

Italian  drawings  Boscoli 

including  works  Cantagallina 

by:  Gandolfi 


Palmall  Giovane  Domenico  Tiepolo 

Pellegrini  Zuccarelli 

Ricci  de  Novara  Zucchi 
Simonini 


Please  write  for  catalogue  to: 
Folio  Fine  Art  Limited 
6  Stratford  Place 
London,  wi  01-493  9014 


A.  ARDITTI 


TAPESTRIES,  TEXTILES 
AND  NEEDLEWORK 


A  Charles  I  Needlework  Picture 
partly  in  stumpwork  and  metal 
thread  size  i  ft.  10  ins.  wide  and 
1  ft.  6  ins.  high. 


12B  BERKELEY  STREET, 
LONDON  W.l 
01-692  0885 
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Hunting  and  Coaching  Scene' 

GEORGE  WRIGHT  1836-1943 

Canvas  size  30"  38 


An  attractive  FRENCH  Aubusson  tapestry  panel  of  the  Directoire  period,  c.  1790,  of  one  of  Lafontaine's 
Fables — 'The  Stag  who  saw  himself  in  the  water';  finely  woven  in  silks  and  wools  with  fresh,  natural 
colourings.  Excellent  condition,  measuring  25  x  69  inches  (72  cms.  x  173). 


Mayorcas  Ltd 

•J  Mem  her  of  the  BAD  A  Ltd 


Member  of  the  BADA  Ltd 

38  Jermyn  Street  St.  James's  London  S.W.I    Telephone:  01-629  4195 


WILLIAM  WALTER  ANTIQUES 


LONDON  SILVER  VAULTS 


CHANCERY  LANE 


LONDON 


W.C. 


One  of  a  pair  of 
George  II  Antique  Silver 
Cast  Border  Waiters 


DATE  1748 
BY 

WILLIAM  CRIPPS 
OF  LONDON 

Diameter  12  in. 
Weight  93  oz. 

These  Waiters  are  an 
exceptionally  fine  pair 
from  our  collection  of 
Old  English  Silver  and 

are  fully  marked  on 
main  bodv  and  holders. 


Telephone:  01-242  3248,9 

Telegrams:  Walter  Strongrooms  London  W.C. 2 
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prey 


A  tine  George  .1  silver  gilt  .mirror  by  Jacob  Margas,  1  725 
MMkrf^ljh  in-  (69  cm.)  Width  1§i  in.  (42  cm.)   Weight  113  oz. 

ASPRPY  a  COMPANY  LIMITED  165-169.  New  Bond  Street  .(London  WW  OAR 


ELIHU  VEDDER  1836-1923 

The  Fable  of  the  Miller,  His  Son 
and  The  Donkey,  $3  in  a  series  of  9. 

6J"  x  10£"  oil/canvas 

Important 
American  Art 

18th.  19th  and  20th  Century 


Kennedy  Galleries 

FOUNDED   1874  *'  BY  H.  WUNDERLICH 

20  EAST  56TH  STREET  .  NEW  YORK  10022 


Coucherde  Soleil  Route  de  Versailles  a  Chaville 


Oil  on  canvas  Signed  lower  right:  Sisley  20    26  inches 

ALFRED  SISLEY 

HflfTlfTlER  GALLERIES  Inc. 

51  East  57th  Street  New  York,  N.Y.  10022 

Telephone:  Cable  address: 

758-0410  Hammergall,  N.Y. 


The  Connoisseur,  March,  1970 


SO 


BY  APPOINTMENT 
DLALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 

M.  Harris  &  Sons 


ESTABLISHED  1868 


44I52  New  Oxford  Street,  London  W.C.I 

Telephone:  01-636  2121  Telegrams:  Artisonne  London  WC1 


A  very  rare  small  Brcakfront  Bookcase  with  secretaire,  the  lower  part  in  beautifully 
figured  mahogany,  and  decorated  with  inset  paterae,  and  having  the  original  handles. 

England,  circa  1785. 

Height:  6  ft.  10  in.  Width:  5  ft.  Depth  at  centre:  1  ft.  3lin.  Depth  at  sides:  1  ft.  i4  in. 


E.  &  C.  T.  Koopman  &  Son  Ltd. 


50  CANNON  STREET, 
MANCHESTER  4 

Telephone:  BLA  2420  -  DEA  9036 


An  extremely  rare 


Charles  i  shell-shaped  spice  box, 
London  1627,  maker's  mark  I  P,  a  bell  below 
and  a  contemporary  spoon  with  leaf-shaped  bowl 
bearing  the  same  initials  as  those  found  on 
the  spice  box. 


The  Provincial  Antique  Silver  Co.  Ltd. 


53-65  CHANCERY  LANE 
LONDON  W.C.2 
Telephone:  01-242  8365 


UNTIL  MARCH  14 

HALIMA  NALECZ 

MARCH  16— APRIL  3 

ANGELA  KERR 

PERMANENTLY 

APERGIS 

LACASSE 

BAKIC 

MITRIC 

BERLEWI 

NALECZ 

BEUERMANN 

PELLING 

BOHUSZ 

PORTER 

CLOSON 

PORTWAY 

CROZIER 

SCHETTINI 

FORNER 

SCHEURER 

FOUJINO 

STEPHENSON 

GARRISON 

TATE 

GUITET 

TENGBERG 

GWYER 

WELLS 

ILNICKI 

ZACK,  etc. 

drian 

galleries 

5-7  porchester  place 

marble  arch    london  w2 

01-723  9473 

The  Connoisseur 
is 

published 
monthly 

Price  15/- 

SUBSCRIPTION  RATES  IN  BRITAIN 
-£9  a  year  including  postage 

IN  U.S.A. 

$22.00  for  12  issues 
$40.00  for  24  issues 
$55.00  for  36  issues 

The  12  issues  include  the  Antique  Dealers'  Fair  Number 

Subscriptions  to 

in  U.K.  The  Subscription  Department,  The  National  Magazine 
Co.  Ltd.,  22  Armoury  Way,  London,  SW18 
in  U.S.A.  The  Connoisseur,  250  West  55th  Street,  New  York, 
N.Y.  10019 
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HAL  O'NIANS 

DUTCH   ■   FLEMISH   '   ITALIAN  MASTERS 


British  and  Dutch  men-of-war  engaged  in  battle  off  Dover. 

Grisaille  on  Panel  13tX17*  ins.  (33.5x44.5  cms.) 
Signed  H.  Witmont  bottom  right  hand  corner. 

This  picture  represents  the  first  Action  in  the  Dutch  War  fought  on  May  19th  1652.  It  was  an  impromptu  action  brought  about  by  the  affair  off 
the  Start  and  also  by  Tromp's  refusal  to  strike  his  flag  when  he  brought  up  off  Dover.  On  the  appearance  of  Blake's  Fleet,  Tromp  immediately 
weighed,  and  indecisive  action  took  place,  though  the  British,  reinforced  by  Bourne's  Squadron  from  the  Downs,  had  somewhat  the  better  of 
the  day. 


6  Ryder  Street,  St.  James's,  London,  S.W.1. 
01-930  9392 
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Georgian  Sheffield  Plate  Plain  Oval  Soup  Tureen  and  Cover  c.  1800 

Antique  English  and  Irish  Silver 
Old  Sheffield  Plate     #     Victorian  Plate 


Whxt  gfatiquas  3m. 

Bertram  A.  Wine 

667  Madison  Avenue,  Suite  1006,  New  York, 
N.Y.  10021 

Members  oj  the  Art  and  Antique  Dealers  League  of  America  Inc. 


HA  M  ET  GALLERY 

8  Cork  Street,  London  W.  1 
Gerard  3922 


The  Viaduct  Pencil  and  watercolour 

Signed  and  dated  1929 

PAUL  NASH 

1889-1946 

WATERCOLOURS  -  DRAWINGS 
March  18  -  April  1 1 


AMERICAN 

ART  SELECTIONS 

100  page  catalog 

Eighteen  color  plates,  one  hundred  twelve  illustrations, 
with  biographical  materialon  eachof  the  Eight.  Included 
are  works  by  Henri,  Davies,  Lawson,  Glackens,  Luks, 
Shinn,  Sloan,  Prendergast,  Potthast,  Hassam,  Bellows, 
Robinson,  Cassatt,  Chase,  Metcalf,  Marsh,  Bierstadtand 
many  others.  Available  at  two  dollars. 

Cfjapellier  (galleries 

22  East  80  Street    New  York  City  1 0021  988-8430 
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A  fine  14th-century  French  ivory  diptych  carved 
with  four  scenes  from  the  Life  of  Christ.  This 
diptych  emanates  from  the  same  workshop  as 
a  number  of  other  examples  in  museums  in 
France,  Germany,  America  and  Great  Britain. 

Each  panel  21.2  cms.    10.7  cms. 


R.  A.  LEE 


The  Manor  House, 
Byfleet,  Surrey 
(By  Appointment) 
Tel.  Byfleet  43346 


48p 

R.  T.  GWYNN 

1-9  Bruton  Place, 
London,  W.i 
Tel.  01-629  5600 
&  01-499  6266 


*  I 


1 


I 


IW 


Tiffany  floorlamp 
signed 


AUCTION 

Sunday,  March  15th  at  1.00  p.m. 
Monday,  March  16th  at  7.30  p.m. 
Tuesday,  March  17th  at  7.30  p.m. 
By  order  of 
BALABAN  &  KATZ 
Management  Corporation 

FROM  THE  GRANADA  THEATRE 

COLLECTION  OF  VALUABLE  PAINTINGS 
A  few  of  the  important  artists  are: 

LUIGI  LOIR.  F.  WAUGH.  CESAR  DETTI.  AUGUST  HAGBORG. 
PIOT.  PORTIELJE,  BOUCHARD.  ASTI.  LEON  PERRAULT. 
R.  MADRAZO.  ROYBET.  MULLER.  ETC. 

MARBLE  AND  BRONZE  STATUARY 
FURNITURE  —  ART  OBJECTS  —  TORCHIERES 
with  additions  from  others 
COLLECTION  OF  ANTIQUE  CHINESE  &  JAPANESE  PCS. 
BRONZE,  CLOISONNE  &  PORCELAIN 

PUBLIC  EXHIBITION 

Friday,  March  13th  10  a.m.  to  5  p.m. 
Saturday,  March  14th  10  a.m.  to  5  p.m. 

Chicago  &rt  dMltrtesi  3toc. 

Established  1932 

5960  BROADWAY  CHICAGO  ILLINOIS  60626       LO  1-7526  _     ?IS!f®  S^i^'ilnn- 

Encrusted  with  Cloisonne. 

Member  Late  17th  Century. 

Nat'l.  Auctioneers  Association  1970  Appraisers  Ass'n.  of  America     Approximate  height:  5  feet. 


Restoration 

and  conservation  of  the  antique 

Bronzes  Ceramics  Enamels  Ivories 
Jades  Marbles  Tortoiseshell 
Snuffs    Mother-of- Pearl  Buhl 

Ormolu    Objets  d'Art    Furniture  etc. 

Garbe 

restorers  to  the  leading  museums 

23  Charlotte  Street 
London  W1P  1HB 


J 
4 

1  Antique  Silver 
\ 

J  Sheffield  Plate 
J  Antique  Jewellery 


Founded  1770 


Tel:  01-636  1268 


J 

4^ 


J 

HARRY 
CHERNACK j 

of  Edinburgh 


85  ROSE  STREET  ■  PHONE  031-225  3038 


Two-pillar  mahogany  Dining  Table 
Width:  3  ft.  2  in.  Length:  (without  leaf)  5  ft.  2 
(with  leaf)       7  ft. 


Crouch  Lane,  Borough  Green,  Kent      Borough  Green  3278 
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O'HANA  GALLERY 

13  CARLOS  PLACE  GROSVENOR  SQUARE  LONDON  W.I.  01-499  1562 


Composition 


24x32  Inches 


M. AHERDAN 


I  Ith  March— 27th  March 
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The    Connoisseur   Register  Advertisements 


FOR  SALE 

Old   Prints.   Unrivalled  selection  on  all  subjects,  also  ORIGINAL 
DRAWINGS,    RARE    BOOKS   and    AUTOGRAPH  MANUSCRIPTS. 
Callers  by  appointment  only,  telephone  01-262  5439.  Walter  T. 
Spencer,  specialists  since  1 856,  47  Upper  Berkeley  Street,  London  W.1 . 


Patek- Phillipe  18ct.  gold  Open  Face,  minute  repeater,  split  second 
Chronograph  (1894).  ;S7,000.  Details  on  request.  Box  No.  7478. 


Rare  bronze  Roman  Catholic  chapel  bell  dated  1669,  with  carved 
figure  of  Blessed  Virgin  and  bearing  inscription  signed  Jaeques  Letren. 
Height  30  cm.  Width  29  cm.  £350.0.0.  Write:  Mrs.  PARKES,  La 
Muchacha,  Ave.  Leopold  II,  Villefranche  S/Mer  06  -  France. 


WANTED 

Wanted:  Antique  Pistols,  cased  pairs,  all  steel  and  silver  mounted, 
pairs  and  singles.  Top  prices  paid.  Send  description  or  goods  to 
Thornton,  Walkers  House,  Darley,  Harrogate,  Yorkshire. 


Wanted  -  old  paintings,  drawings,  and  prints  of  scenes  in  Virginia 
(U.S.A.).  R.  L.  Wright,  1  6  Fairmont  Ave.,  Newton,  Massachusetts,  U.S.A. 


Early  Japanese  Folding  screens,  furniture  and  sculptures  eagerly 
sought  by  genuine  collector ;  also  pre  colonial  primitive  figures  and  masks 
from  The  Americas,  Africa,  The  South  Seas.  Details  with  photos,  if 
possible,  to  Box  No.  7479. 


Marble  and  Pine  Mantelpieces.  Furniture.  Period  and  Reproduction. 
No  catalogues.  Grahame  Richard  Ltd.,  39B  High  Street,  Wimbledon 
Common,  London  S.W.1  9.  Tel.  01  -946  3423. 


Antique  Jewish  Ritual  Objects  also  Judaica.  Please  send  detailed 
offers  to  :  P.O.B.  29001 ,  Tel  Aviv,  Israel. 


SITUATIONS 

Barrister,  56,  contemplating  retirement  from  practice,  very  interested  in 
the  arts,  collector,  desires  to  take  full  or  regular  part-time  work  in 
London  as  EXECUTIVE  SECRETARY  or  the  like  of  non-commercial 
organisation  in  connection  with  the  arts.  Salary  negotiable.  Box.  No. 
7480. 


MISCELLANEOUS 

Burglary,  protect  your  home  and  business'  Unique  team  of  ex 
Government  Security  Experts  provide  unprejudiced  advice.  Box.  No.  7481 . 


Cameo  Corner,  famous  both  for  antique  jewellery  and  the  best  in  con- 
temporary design,  also  buys  fine  antique  pieces.  26  Museum  Street, 
W.C.1 .  Tel.  01  -636  0401 .  Open  9-5,  Thu.  6.30. 


Register  advertisements  are  2/3 per  word,  minimum  £  1 . 10.0  for  15  words, 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager,  THE 
CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD,  LONDON  S.W.1 .  (01-834  2331).  Addresses  or  Box  Numbers 
must  be  inserted  and  replies  to  the  latter  should  be  clearly  marked  with 
the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept  no 
responsibility  for  any  sales  effected. 


; 
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MARKS  OF  EARLY  AMERICAN 

SILVERSMITHS 

BY  ERNEST  M.  CURRIER. 

REPUBLISHED  UNABRIDGED.  BLUE 
BUCKRAM,  GOLD  LETTERING.  8"Xn". 
THOUSANDS  OF  LARGE,  CLEAR 
HALLMARKS,  LINE  DRAWINGS 
AND  PHOTOGRAPHS. 

INDISPENSABLE  AMERICAN  SILVER 
REFERENCE  BOOK.  LIMITED  EDITION. 
$27.50. 

ROBERT  ALAN  GREEN,  PUBLISHER, 

8  SHAWNEE  TRAIL, 

HARRISON, 

NEW  YORK, 

10528,  USA. 


BRENWASSER  labs  ! 

PHOTOGRAPHY  OF  ART 

1 

I 
1 

SERVING  LEADING  GALLERIES,  j 
MUSEUMS  AND  COLLECTORS 

1 
1 

! 
j 

Write  or  phone  for 
rates  outside  of  the 
NEW  YORK  CITY  metropolitan  area 

! 

I 

1143  PARK  AVENUE 
NEW  YORK,  N.Y.  10028 
telephone:  A.C.(2i2)  SA2-4^89 
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Chelsea  Figures 

*ff»a  £ among  the  finest 

Eng  sh  China  and  ait  recog.i '  „     ,  now 

achievement,  of  E"™P"n"'a^  &  med  during 


Spobe 

W.  T.  Copeland  &  Sons  Ltd., 
Stoke-on-Trent,  England. 


DAVIDSON  GALLERIES 


INC 


19th  and  20th  century 
FRENCH 
MASTERS 


ALBERT  MARQUET 


"Bougie" 
Oil  on  canvas,  1925 
23  X  28  ins.  Signed 


1700  YORK  AVENUE,  NEW  YORK,  N.Y.  10028  Phone:  (212)  534-2215  By  Appointment  Only 
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BROD  GALLERY 


24  ST.  JAMES'S  STREET,  LONDON,  S.W.i. 

Telephone:  01-839  3871  Telegrams:  RESTAFF,  LONDON 


In  the 
Center 
of  the 

ART 
WORLD 

of 

NEW  YORK 


In  the  midst  of  the  finest  museums,  art  and  auction 
galleries.  Accommodations  for  transient  and  resi- 
dential occupancy  convenient  to  shopping,  theatres 
and  business  areas.  Three  superb  restaurants. 


HOTEL  fARLYLE 

Madison  Avenue  at  76th  St.,  N.Y.  10021 
Telephone:  (212)  744-1600 
Cable:  THE  CARLYLE,  NEW  YORK.  Telex:  620692 


ANTIQUES  AND  WORKS  OF  ART 


Delft  Bottle 
English 
circa  1740 


Delft  Jesuit 

Plate 
Holland  1680 


Delft  Brick 

English 
circa  1760 


Rowland's  Antiques 

Route  202  -  Route  413 
Buckingham,  Bucks  County,  Pennsylvania 
Telephone:  (215)  794-7611 


ANTIQUE  ORIENTAL  RUGS 


TEKKE 
AFGHAN 
SAMARKAND 
KHIVA 


Outstanding  selection  of  rare  pieces  in  room 
size,  small  size  or  runners.  Collector's  pieces. 

CAUCASIAN   TURKISH     PERSIAN  TURKOMEN 

KAZAK  GHIORDES  KERMAN 

CABISTAN  KULA  SEHNA 

CUBA  OUSHAK  KASHAN 

DAGHESTAN  HEREKE  TABRIZ 

CHICHI  BERGAMO  FERAGHAN  KHACHLI 

KARABAGH  LADIK  SHIRAZ 

46  years  of  dealing  in  Antique  Oriental  Rugs 

R.  R.  Markarian 
c/o  A.  B.  Closson  Jr.  Co. 

4th  &  Race  Streets 
Cincinnati,  Ohio  45202 
513-621-1536 


Since 
1898 
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Mrs  Oliver  DeLancey  Kane  by  Gilbert  Stuart 
(Ne  Anna  Eliza  Clark) 


oil  c/;  panel  28  X  22  inches 
Recorded  in  Park  number  453 


OF  BOSTON,  INC. 
ESTABLISHED  1841 

238  NEWBURY  STREET,  BOSTON.  MASS.  02116 
(617)  536-6176 

We  need  Blakclock,  Innes,  Wyant,  Twachtman  and  Hudson  River  artists 


(,  1 


INTERNATIONAL  REPRESENTATIVE 


SHERATON  FOUR  AMBASSADORS,  MIAMI,  FLORIDA  33131 


RENOIR  MONET  MANET  DEGAS  CEZANNE   KANDINSKY  PICASSO  CHAGALL  LAURENCIN   1 4th  /  1 5th  CENT.  GREEK  &   RUSSIAN  ICONS 
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IMPORTANT  CANADIAN  AND 


FRENCH  PAINTINGS 


WALTER   KLINKHOFF  GALLERY 

1200  SHERBROOKE  ST.  WEST  MONTREAL  P.Q. 


VERY  IMPORTANT  5-DAY  AUCTION 

ONE  OF  THE  FINEST  COLLECTIONS  OF  FINE  ART,  ANTIQUES,  AND  FURNITURE  EVER 
OFFERED  IN  THE  WEST.  THE  BEGINNING  S  DAYS  OF  A  COMPLETE  CLOSE  OUT  OF 
THE  WELL  KNOWN  COLLECTION  OF  R.  W.  BOGGS,  "THE  FRONTIER  VILLAGE  MUSEUM", 

LAKE  STEVENS,  WASHINGTON  (NEAR  SEATTLE). 

ANY  ATTEMPT  TO  LIST  OR  DESCRIBE  THE  HUNDREDS  AND  HUNDREDS  OF  BEAUTIFUL  AND  UNUSUAL  ITEMS 
OF  ELEGANCE  WOULD  BE  VIRTUALLY  IMPOSSIBLE.  THE  FOLLOWING  IS  ONLY  A  MEAGER  RESUME. 

20  MUSEUM  QUALITY  MUSIC  BOXES,  COLLECTION  AUTOMATS.  MAGNIFICENT  LARGE  FRENCH 
BUHL  CABINET.  RARE  LARGE  CHINESE  HAND  CARVED  SHRINE.  HEAVILY  HAND  CARVED  GERMAN 
BUFFET,  TABLE  AND  12  CHAIRS.  ROSEWOOD  SIDEBOARD.  HAND  CARVED  SLEEPING  DOG .  MARBLE 
STATUES.  RARE  MUSEUM  CLOCKS  INCLUDING  18TH-CENTURY  LARGE  GRANDFATHER  CLOCK 
PLAYING  16  TUNES,  SWISS  CHALET — 8  TUNES,  FRENCH  MYSTERY  CLOCK,  MANY  O  i  l  II  K 
OUTSTANDING  CLOCKS.  INTERESTING  AND  SPECULATIVE  OIL  PAINTINGS  ON  CANVAS  AND  PORCELAIN. 
WATER  COLORS.  LARGE  COLLECTION  LITHOPHANES.  RARE  OLD  BOOKS  INCLUDING  1673  BIBLE. 
EUROPEAN  AND  ORIENTAL  HAND  CARVED  IVORIES.  ASSORTED  ARI   AND  CAMEO  (.1  \SS  INCLUDING 
GALLE,  ETC.  STAINED  GLASS.  SHINS.  STONES.  PORCELAINS,  RICH  IN  DETAIL,  TH1  WORK 
OF  THE  WORLD'S  FINES  I   CRAFTSMEN.  FANTASTIC  COLLECTION  OF  OLD  MEISSEN,  MEISSEN 
FIGURES,  SEVRES,  ETC.  (SATURDAY  ONLY)  SELLING  A  TRULY  LARGE  AND  GREAT  COLLECTION 

(  )]   INDIAN  ARTIFACTS. 

THIS  IMMENSE  STOCK  OF  FASCINATING  TREASURES  GATHERED  IN  EARLIER  DAYS  I  ROM  THE 
MARKETS  OF  THE  WORLD  AND  ON  SPECIAL  EXHIBITION  SINCE  THE  1930's,  AT  AUCTION. 
VIEW  AND  SALE  AT  "THE  FRONTIER  VILLAGE  MUSEUM",  LAKE  STEVENS,  WASHINGTON 
SATURDAY,  SUNDAY   \\  I  I  RNOONS  AND  MONDAY,  TUESDAY  AND  WEDNESDAY  EVENINGS- 
MARCH  14  15  !<->  17-18,  1970. 
LYNN  WALTERS,  AUCTIONEER  CLACKAMAS,  OREGON 

WITH  "HIE  SCARCITY  OF  TRUE  ANTIQUE  THIS  SALE:  PRESENTS  ALMOST  UNUSUA1  OPPORTUNITY 
TO  ACQUIRE  NEVER-TO-BE-SEEN-AGAIN  PIECES,  AIL  FOP  QUALITY  PIKES. 
RARE  ELEGANCE  AND  BEAUTY  AT  AUCTION  PRICES 
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SHOWCASE 


A  good  Puritan  spoon,  London  1652. 
Said  to  have  descended  in  tin'  Protector's 
family  to  Anne  Cromwell  who  married 
Henry  Field  whose  crest  it  hears. 
Price  £300. 

H.  R.  JESSOP  Ltd. 

■>,  MOTCOMB  ST.,  BELGRAVE  SQ., 
LONDON  S.W.i.  01-235  2978 


WE  HAVE  AN  ATTRACTIVE  COLLEC- 
TION OF  ANTIQUE  TAPESTRY  AND 
NEEDLE IVORK  C USHIONS. 
WE  ALSO  SPECIALISE  IN  ANTIQUE 
TEXTILES,  EMBROIDERIES  AND 
ECCLESIASTICAL  VESTMENTS. 

E.  B.  SOUHAMI 


6c  PRINCES  ARCADE 
LONDON  S.W.i 


01-734  7196 


As  ij  yott  could 
forget 


SPRING 

ANTIQUES  FAIR 

March  nth  —  21st  1970 

CHELSEA 

OLD  TOWN  HALL 

LONDON  S.W.3 

Full  details  from: 

JOSEPHINE  GRAHAME-BALLIN 
21  GEORGE  STREET  Telephone 
ST.  ALBANS,  HERTS.  St.  Albans  56069 


tm 


Elisabeth  Frink,  Aesop's  Fables.  Limited  edition. 
43  illustrations.  Four  signed  lithographs  with 
each  copy  £l45- 


R.  ALISTAIR  McALPINE 
PUBLISHING  LTD., 


31  CORK  STREET, 
LONDON  WlX  IHB 


01-734  9694 


One  oj  a  selection  oj  French  marble  fire- 
places. Price  range  from  £60. 


C.  P.  BURGE 

162  SLOANE  STREET 

LONDON,  S.W.i 

and  at  Thames  Ditton,  Surrey 


Sloane  4240 


Engraved  teapot  and  matching  stand 
by  Samuel  Hennell,  1797  &  1798 
Price  £140 

HILTON  GALLERY 

(F.  E.  Goold) 

3  ST.  MARY'S  PASSAGE 
CAMBRIDGE         Cambridge  56886 
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Taperstick. 
Height  4". 
GEO.  I  1720 
Weight 
3  oz.  18  dwts 
Maker 
Louis  Cuny. 
Very  Rare 
Shape. 


R.  E.  PORTER 

2  and  4  POST  OFFICE  ROAD 
BOURNEMOUTH    Bournemouth  2428 


Signed  BARY 
"Theseus  a 
Misotaur."  Broi 
green  paw 
H.  46c\ 
L.  30  c\ 
Price 
F  11,0 
$2,300 


ALAIN 

LESIEUTRE  Bronzes-Aninialie 

8,  10  &  21  rue  St-Sulpice  PARIS  VI 
Med. 41. 03 


GRABOWSKI  GALLERY 

84  Sloane  Avenue    London  SW3    01-589  1868 

Objects  by  STANLEY  BROBYN 

Until  26th  March 

Open  Monday  -  Friday  10-6 — Saturdays  10-5 


GET  AN  OFFER 

for  your  antique  or  modern  jewellery  and  silver.  Old  English  clocks 
(brackets,  longcase  and  carriage)  are  also  required. 

FROM  GARRARD 

The  Crown  Jewellers 
I  12  Regent  Street,  London  WIA  2JJ.  01-734  7020 


CHINESE    W  W  GALLERY 

ORIGINAL  CHINESE  SCROLL  PAINTINGS 


by  known  artists  of  the  last  1 00  years 
Gold  leaf  wood-carvings 
40  Great  Russell  Street,  London,  W.C.I. 

(01-580  7538) 


Rupert  Preston  Ltd. 

17  KING  STREET.  St.  James's.  London  S.W  1 .  01  -930  1794 

Specialists  in  17th  and  18th  century 
Marine  Paintings 


CRANE  ARTS  LTD. 

321  Kings  Road,  London,  S.W.3  FLA  5857 

Tues. -Sat.  10-6 

Early  English  and  American  Primitive  Paintings 
Modern  Naives  #  Bizarre  Antiques 


William  %  1) 

4/  St.  James's  flace,  St.  Raines  s,  JEonaon 
S  W  i 
Tel  01-493  471 1 
Permanent  Exhibition  of  Old  Master  Paintings 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 


SABIN 

GALLERIES 

4  Cork  St. ,  Bond  St. 
REGent  6186 


specialists  in 
paintings  and  drawings 
of  the  Georgian  era 


LONDON  ART  DEALERS 


ALBANY  GALLERY 

14  MASONS  YARD,  DUKE 
ST..  ST.  JAMES'S.  S.W.1 
01-839  6119 
English  Drawings  and 
Watercolours  of  the  1  8th 
and  20th  Centuries,  small 
paintings  of  the  same  period 

ALECTO  GALLERY 

38  ALBEMARLE  STREET. 
W.1 

01-493  4226 

CABLES:  ALECTOGAM.  LONDON 

20th  Century  Graphics  and 
Multiples  European  and 
American  Artists 

BROD  GALLERY 

24  ST.  JAMES'S  STREET. 
S.W.1 

01-839  3871/2 

CABLES:  RESTAFF.  LONDON 

Old  Master  Paintings  and 
Master  Drawings 

CITY  GALLERY 

(David  Barclay  Ltd.) 
2A  COPTHALL  COURT, 
THROGMORTON  STREET, 
E.C.2 

01-606  1568 
Specialists  in  Landscape 
Paintings,  1  7th  to  1  9th 
Century  Seascapes  etc. 

EDWARD  COHEN 

40  DUKE  STREET. 
ST.  JAMES'S.  S.W.1 
01-839  5180 

Old  Masters  of  all  Schools, 
Suppliers  to  the  Trade 

CRANE  ARTS 

321  KING'S  ROAD.  S.W.3 
01-352  5857 
English  and  American 
Primitive  Paintings,  Modern 
Naives 

CRANE  KALMAN 
GALLERY 

178  BROMPTON  ROAD. 
S.W.3 

01-584  7566 
20th  Century  Masters, 
Neglected  Painters, 
Younger  British  Artists 

DRIAN  GALLERIES 

5-7  PORCHESTER  PLACE, 
MARBLE  ARCH.  W.2 
01-723  9473 
Modern  Masters 

FERRERS 

9  PICCADILLY  ARCADE. 
ST.  JAMES'S.  S.W.1 
01-493  6948 
French  Paintings  and 
Drawings  from  1  700  to  1  900. 
Victorian  Paintings  and 
Art  Nouveau 


FINE  ART  SOCIETY 
LIMITED 

148  NEW  BOND  STREET 
W.1 

01  -629  5116 

British  Art  of  the  1  8th  to  20th 
Centuries, 

Paintings,  Watercolours, 
Drawings  and  Sculpture 
FOLIO  FINE  ART 

6  STRATFORD  PLACE, 
W1  N  OBH 
01  -493  9041 

CABLES:  FOLIOS.  LONDON 

Master  Prints  and  Drawings, 
Classical  Antiques. 
Manuscripts.  Miniatures, 
Documents,  Autographs, 
Regular  Catalogues 
FORES  LTD. 
123  NEW  BOND  STREET, 
W.1 

01-629  5319 

CABLES:  SEROPICS  LONDON 

Old  and  Modern  Sporting 
Paintings,  Drawings  and 
Prints 

FROST  &  REED  LTD. 

41  NEW  BOND  STREET. 
W.1 

01-629  2457 

CABLES:  PARNASSUS.  LONDON 

18th -19th  Century  English 
and  Dutch  Paintings, 
Contemporary  English  and 
Modern  French  Paintings 
FRY 

58  JERMYN  STREET, 
ST.  JAMES'S,  S.W.1 
01  -493  4496 

CABLES:  FRYART.  LONDON 

English  Watercolours  and 
Drawings  of  the  18th  and 
1  9th  Centuries 
FURNEAUX  GALLERY 

23  CHURCH  ROAD, 
WIMBLEDON.  S.W.19 
01-946  4114 

Paintings  and  Watercolours 
by  living  British  Artists 
GROSVENOR  GALLERY 

30  DAVIES  STREET.  W.1 
01  -629  0891 
20th  Century  Masters 
Contemporary  Paintings. 
Sculpture  and  Graphics, 
specialising  in  Italian. 
Russian,  Czech  and  Chinese 
Art 

HEIM 

59  JERMYN  STREET. 
ST.  JAMES'S.  S.W.1 
01  -493  0688 

CABLES   HEIMGAL.  LONDON 

Old  Master  Paintings  and 
Sculptures 

HERNER  &  WENGRAF 

OLD  MASTERS  GALLERIES 

62  SOUTH  AUDLEY  ST..  W.1 
01  -629  0223 

CABLES   OLD  GALL.  LONDON 

Fine  Old  Master  Paintings 
from  the  1 4th  -  1  8th  Century 


CYRIL  HUMPHRIS  LTD. 

23  OLD  BOND  STREET.  W.1 
01-629  6240 

Sculpture  and  Works  of  Art 

KAPLAN  GALLERY 

6  DUKE  STREET, 
ST.  JAMES'S.  S.W.1 
01  -930  8665 
French  Impressionist 
Paintings 

LEFEVRE  GALLERY 

30  BRUTON  STREET.  W.1 
01-629  2250 
1  9th  and  20th  Century 
French  Paintings 

MADDEN  GALLERIES 

77  DUKE  STREET. 
GROSVENOR  SO...  W.1 
01-493  5854 

French  Impressionists,  post 
Impressionists  and  living 
French  Painters  and 
Sculptors 

MARLBOROUGH  FINE 
ART  LTD. 

39  OLD  BOND  STREET,  W.1 

01  -629  5161 

CABLES:  BONDARTOS.  LONDON 

French  Impressionists  and 
Important  20th  Century 
Paintings,  Finest  Old 
Masters 

MARLBOROUGH  NEW 
LONDON 

17-18  OLD  BOND  ST,  W.1 
01-629  5161 

CABLES:  BONDARTOS.  LONDON 

Contemporary  Paintings  and 
Sculpture,  Modern  Graphics 

THE  MOORLAND 
GALLERY 

23  CORK  STREET.  W.1 
01 -734  6961 
Sporting  and  Natural 
History  Pictures  and  Prints, 
from  the  18th  Century  to 
present  day 

HAL  O'NIANS 

6  RYDER  STREET. 

ST.  JAMES'S.  S.W.1 

01-930  9392 

Old  Master  Paintings  and 

Drawings 

THE  PARKER  GALLERY 

2  ALBEMARLE  ST..  W.1 
01 -499  5906 

Marine.  Military,  Topograph- 
ical and  Sporting  Paintings. 
Prints  and  Watercolours,  Old 
Maps, Ship  Modelsand  Curios. 

MARJORIE  PARR 
GALLERY 

285  KINGS  ROAD.  S.W.1 
01-352  0768 
20th  Century  Paintings, 
Sculpture  and  Prints 


DAVID  PEEL  &  CO.  LTD. 

2  CARLOS  PLACE. 
MOUNT  ST..  W.1 
01-493  3161 
European  Works  of  Art 

P.  POLAK 

21  KING  STREET. 

ST.  JAMES'S.  S.W.1 

01-930  9245 

English  and  Continental 

Paintings  of  the  1  9th 

Century  and  Early  English 

Watercolours 

RUPERT  PRESTON  LTD. 

17  KING  STREET. 
ST.  JAMES'S.  S.W.1 
01-930  1794 
Specialists  in  Early 
Marine  Paintings 

SPINK  &  SON  LTD. 

5-7  KING  STREET. 
ST.  JAMES'S,  S.W.1 
01 -930  7888 

CABLES:  SPINK  LONDON 

Coins,  Medals,  Oriental  Art, 
European  Glass  and 
Porcelain,  Glass 
Paperweights,  English 
Paintings,  Drawings,  Silver, 
Furniture 

ARTHUR  TOOTH  & 
SONS 

31  BRUTON  STREET,  W.1 
01  -499  6741 

CABLES:  INVOCATION.  LONDON 

Old  and  Modern  Pictures  of 
International  Value  for 
Private  Collectors  and 
Public  Galleries 

TRYON  GALLERY 

41/42  DOVER  STREET,  W.1 
01  -493  5161 

Sporting  and  Natural  History 
Pictures  and  Prints 

DENNIS  VANDERKAR 
GALLERY 

8  DUKE  STREET. 
ST.  JAMES'S.  S.W.1 
01  -930  6994 
Dutch  and  Flemish  Old 
Masters 

CHRISTOPHER  WADE 
GALLERY 

28  BRUTON  STREET.  W.1 
01 -499  0298/9 

CABLES:  PARNASSUS.  LONDON 

Fine  Paintings  of  the  17th 
and  18th  Centuries  and 
Works  by  modern  artists 

WILDENSTEIN  &  CO.  LTD. 

147  NEW  BOND  ST..  W.1 
01-629  0602 

CABLES:  NAVILD  LONDON 

Old  Master  and 
Impressionist  Paintings 
and  Drawings 


GALLERY 
STEPHEN  KELLNEIl 

Art  of  tli<* 
Pacific 


WASHUK  AREA  3  ft.  3  ins. 
CEREMONIAL  IDOL 


This  Gallery  is  the  oldest  and  the 
only  one  in  Australia  which  deals 
exclusively  in  authentic  South 
Pacific  objects  of  ethnographical 
importance. 


72-74  CARRINGTON  ROAD,  WAVERLEY 
(SYDNEY)  AUSTRALIA  2024 


ACT  OF  PARLIAMENT  CLOCK  BY  WILLIAM  GILBERT. 
ORIGINAL  CONDITION. 
CIRCA  1797. 


CHINESE  SNUFF  BOTTLES  A  SPECIALITY 

Embellished  White  Jade,  the  Pietra  Dura  scene  being  continuous  to 
the  reverse.  Black  collared  dark  Rose  Tourmaline  stopper.  Turned 
Rosewood  stand.  Ht.  3j  inches. 

Moulded  and  carved  porcelain  with  copper  red  Dog  of  Fo  in  high  relief 
against  a  white  glazed  background.  Reverse  has  a  pup  in  high  relief. 
Black  collared  red  Jasper  stopper;  carved  Hardwood  stand.  Ht.  3g 
inches  Early  1  9th  century. 

The  measurements  given  include  the  height  of  the  stand. 

MAINLAND,  PENNSYLVANIA  19451 
(19  mi.  from  Phila.  at  Lansdale  Exit  of  Pa.  N.E.  Extension) 
By  appointment  please.  Phone  (215)  723-3949 


3273  0  STREET,  NORTHWEST 
WASHINGTON,  D.C.  20007 

FEDERAL  7-0096 


M.  KNOEDLER  &  CO., 

14  East  57th  Street,  New  York,  N.Y.  10022 


March  10 — April  4  1970 

SALVADOR  DALI 


April  14 — May  16  1970 

HENRY  MOORE 


New  York  Telephone:   212)  PLAZA  3-9742  PARIS  85bis  FAUBOURG  ST.  HONORE 

CABLE  ADDRESSES  "KNOEDLER"  NEW  YORK,  PARIS,  LONDON  LONDON,    4  ST.  JAMES'S  STREET 
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Philip  &  Bernard  DOMBEY 


174  Kensington  Church  Street 
London  W8 
01-229  7100 


A  rare  small  Louis 
XIV  quarter 
striking  bracket 
clock  and  the 
bracket,  the  arched 
case  veneered  with 
red  tortoiseshell, 
and  applied  with 
ormolu  mounts. 
The  backplate  of 
the  movement  is 
inscribed 
GRIBELIN  A 
PARIS. 
(Circa  1690). 
Height  25  in. 
Width  10\  in. 
Depth  5\  in. 


Illustrated  catalogue 
showing  magnificent 
selection  of  Buhl, 
tortoiseshell,  ormolu, 
marble,  enamel  and 
porcelain  clocks  in 
colour  on  loan  free 
of  charge.  Deposit 
required  £10.0.0 
(S24.00)  which  will 
be  refunded  when 
catalogue  is  returned. 


JULIAN 


XVI-XX  Century  Works  of  Art  in  bronze  and  other  media 


MARCUS  AURELIAN 
NORTH  ITALIAN 
SCHOOL 
XVIII  Century 

Equestrian  bronze,  a 
greatly  reduced  version 
after  the  antique,  with 
rich  gold-brown  patination 
and  tine  after-cast 
finish. 

H.  i  s A  inches  (39.5  ems'). 
The  contemporary  white 
Carrara  marble  socle  is 
mounted,  fore  and  aft, 
with  the  arms,  in  bronze, 
of  Pope  Paul  III 
1 534-1 549  (Alexander 
Farnese),  seven  Hyacinthus 
medicorum,  the  hyacinth 
ot  physicians,  although 
the  group  itself  is 
probably  of  the 
following  century. 


406  KINGS  ROAD  LONDON  S.W.10 

01-352  4400  and  3243 


REG.  &  MURIEL 


ESTABLISHED  1907 


ANDRADE 


LIMITED 


Dealers  in  zAntiaues  and  Jine  zArls 


FINE  QUALITY  SPORTING  OIL  PAINTING 

DATED  1852 
MEASUREMENTS  OVERALL  1 9J  ■  23|  IN. 

8  BORINGDON  VILLAS,  PLYMPTOM 
PLYMOUTH,  DEVON 
Plymouth  37952 


\ 

Export  ^ 
Packers 

Shippers 

Customs  & 

T 


<^>  Case 
Makers 

Travel 
Agents 

Documentary 
Experts 


insurance 
Brokers 

Head  ST.  MARY  AXE  HOUSE 
Office         LONDON  E.C.3. 
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mencan  an 


d   English  Qs4titiques 


Unique  in  American  furniture:  a 
beautiful  carved  panel  instead  of  the 
usual  gadroon  base  to  the  frieze  makes 
this  New  York  game  table  noteworthy. 
Typical  of  New  York  about  1770  is  the 
lavish  use  of  mahogany,  forceful 
curves,  and  opulent  carving.  On  loan 
at  the  Brooklyn  Museum  1950-1968 
from  the  Lorimer  Collection,  x  From 
the  Duke  of  Gloucester  service  -  The 
porcelain  plate  is  one  of  a  pair  - 
Worcester,  Dr.  Wall  period  circa  1770. 
The  brilliant  fruit  painting  is  by  the 
'spotted  fruit'  painter  with  blue,  green 
and  gilt  border. 


Cxiiisburg  &  Levy 

815  Madison  Avenue,  New  York,  N.Y.  10021  •  Telephone  (212)  RH  4-1352 
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A  Guide  to  Museum  and  Gallery  Acquisitions  in  Britain 


ON  VIEW 


1969/70  Edition.  Price  Ten  Shillings  and  Sixpence 

MISCONCEPTIONS  .  .  .    MISUSES  .  .  . 

ABUSES  of  our  museums  are  the  substance  of  a  trenchant 
Introduction  to  VOLUME  FOUR  by  Dr  Roy  Strong, 
Director  of  the  National  Portrait  Gallery.  This  Annual  is  now 
on  sale  at  museums  and  art  galleries  or  obtainable  from  your 
bookseller  or  from: 

PLAISTOW  PUBLICATIONS 

3  New  Plaistow  Road.  Stratford,  London  E.15 

Price  10s  6d 

Add  Is.  6d.  for  P  &  P  U.S.  price  $2 


GANDER  &  WHITE  LTD. 


ANTIQUES,  FURNITURE 
and  WORKS  of  ART 
PACKEDand  SHIPPED 
to  all  parts  of  the  world 

Overseas   Household  Removals 


k: 


PICTURE  LIGHTS 


SPL.3 


Efficient ,  yet 
unobtrusive , 
they  are  fixed  in 
a  momenttothe 


D 


The  8th  Midland  Antique  Dealers  Fair 


ANTIQUES 
FAIR 

SOLIHULL 


CIVIC  HALL 


< 


TUESDAY  21st  APRIL 

to 

SATURDAY  25th  APRIL 
11.0  a.m.  to  9.30  p.m.  daily 

at 

SOLIHULL  CIVIC  HALL 

WARWICKSHIRE 

Admission  5/-  including  handbook 


premier  $rotomrial  jfair 


back  or  the 

MIWirT'i.wnw-wTp^iiiv  ,  pictureframe 
Enjoy  the  beauty  of  your  pictures-  and  are  ready 
Light  them  with"SPL"  Picture  Lights.   for  conneCtion 

to  a  nearby 
All  A  electric  point. 

6  models  from  00/0  complete  with  lamps 

Obtainable  from  all  leading  Electrical  Shops.  Send  for  free  Colour  Leaflet  to- 
LINOLITE  LIMITED    Sales  and  Export  Departments, 
142,  Liverpool  Rd., London  N.I.  Tel:  01-607  0072  Ulines) 
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1870 


WALLY 


F 


GALLERIES 


NEW  YORK  CHICAGO  PALM  BEACH 

17  East  57th  Street,  New  York 


Ith  AND  20th  CENTURY 
FRENCH  MASTERS 

Impressionists 
Fauves 
Post- Impressionists 


1 7  East  57th  Street 
NEW  YORK,  N.Y.  10022 
Tel.  212:  421-5390 

320  South  Michigan  Avenue 
CHICAGO,  ILLINOIS  60604 
Tel.  312:  939-4481 

1 75  Worth  Avenue 
'ALM  BEACH,  FLORIDA  33480 
Tel.  305:  833-9717 


OIL  ON   CANVAS  24x20i  inches 


Portrait  de  Mme.  Louis  Prat 

PIERRE-AUGUSTE 

RENOIR 

Signed  lower  left:  Renoir,  1913 


PAINTED  191 


AMERICAN  REPRESENTATIVES  FOR  TWENTY-FOUR  CONTEMPORARIES  INCLUDING 
BERNARD  BUFFET,  JEAN  JANSEM,  ANDRE  HAMBOURG  AND  NICOLA  SIMBARI 


ENGLISH 
SECRETARY- 
BOOKCASE 

An  exceptionally  good 
double-domed  walnut 
sct  rct.iry-liookcasc  with 
bevelled,  mirrored  doors 
and  candle  slides. 
Recently  restored  and 
now  in  excellent  conditio!  1 . 
Nut  brown  colour. 
Circa  1700. 
Height  83" 
Width  36" 
Depth  (bottom)  25" 


ARPAD  ANTIQUES  INC. 


A  fine  quality  18th-century 
covered  urn :  sterling  silver  - 
George  III,  London,  1783,  by 
Daniel  Smith  and  Robert  Sharp, 
I2|"  tall,  6£"  extreme  width. 


Silversmiths  for  Antique  Silver. 


3125  M  Street,  N.W. 
Washington,  D.C.  20007  (202)  FE  7-3424 
Member:  Appraisers  Association  of  America 


Wcikefield-Srefirre  (i<illeries 

DIRECT  IMPORTERS 

FRANCHISED  DEALERS  FOR  DOUGHTY  AND 
BOEHM  BIRDS  AND  CYBIS  PORCELAINS 

(  We  welcome  your  requests  for  specific  models) 
Member  oj  the  Art  and  Antique  Dealers  League  of  America,  Inc. 

();><■»  every  day  9  a.m. -5  (>.»«.  Closed  Sundays.  Telephone:  (502)  AfK  3-4382 
Visit  oar  Subterranean  Silver  Vault 

HISTORIC  SCIENCE  HILL,  SHELBYVILLE,  KENTUCKY 

mi  BOTH  main  muds  (U.S.  (it)  and  1-64)  between  Louisville  and  Lexington 


Teapot  from  the  ist  quarter  of  the  t8th  century.  The 
body  of  turned  .Serpentine  stone,  the  mounts  apparently 
unmarked.  Dia.  of  body  4  ;>  ins. 

Available  upon  request  -  List  of 
small  pieces  of  collectable  antique  silver 

A  Comprehensive  Slock  of  Antiques 

Antelope  Antiques 

19-20  George  Street 
St.  Albans 


Telephone:  St.  Albans  57798 


IT 
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Rheims  et  Laur/n,  Paris,  the  auction  of  a  painting  by  Monet  from  the  Rothschild  collection. 


Where  the  news  is 

There  you  will  find  Art  &  Antiques  Weekly, 
the  only  full-colour  illustrated  weekly  newspaper  serving  the  twin  worlds 
of  art  and  antiques.  Art  &  Antiques  Weekly  provides  up-to-date  coverage 

of  the  events  and  happenings  in  this  field  together  with 
news  comment  and  pictures  of  vital  interest  to  dealers  and  collectors  alike. 
Each  issue  also  contains  a  comprehensive 
guide  to  auctions,  exhibitions  &  fairs  at  home  and  overseas. 

Single  copy  2s  from  leading  newsagents,  or  £5. 5. 0  post  free  for  a  year  from 
Morland  Publications  Ltd  2  Arundel  Street  London  WC2  01-240  2002 
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Follower  of  RAPHAEL  (Raffaello  Santi,  Urbino  1483-Rome  1520)  "The  Madonna  Leo  X"  Inscribed: 
LEON  I.  POM.  IRV;  on  canvas  119  82. 5  cm.  (47  32!  in.);  antique  Italian  frame.  Lit.:  G.  Nicodemi  in 
L'Arte,  Settembre  Dicembre  1956  (anno  LV.  vol.  20  n.s.)  pages  II  -53.  L.  Dussler,  "Raffael"  Kritisches 
Verzeichnis  (Miinchen  1966)  page  55  (under  no.  96,  Paris  Louvre;  also  mentioning  the  copies  in  Avignon 
Musee,  Genua  Museo  Civico,  Dresden  Gemaldegalerie,  London  Victoria  &  Albert  Museum,  Windsor 
Castle).  L.  Gourlay  in  "Envoy"  Magazine  London,  vol.  I  no.  I  I  (Spring  1968)  pages  26-29  with 
illustration  in  colour  and  detailed  description  of  Swiss  private  provenance.  Illustrated  and  described  in  cat. 
CRAMER,  The  Hague.  38  Javastraat,  no.  XVI  (1969)  no.  4. 

CRAMER 

THE  HAGUE  -  HOLLAND  -  38,  JAVASTRAAT 

HIGHLY  IMPORTANT  PAINTINGS 

BY  OLD  MASTERS 


C  omplete  catalogue  XVI  (64  pages) 


Revised  edition,  £1  (for  USA  5)4.00  including  airmail  postage) 


An  exceptionally  fine  and  large  George  II  silver  beer  |ug  with  original  armorials  of  Charles,  3rd  Viscount  Townshend  (1  700-1  764)  as  Baron  of  Lynn  before  the 
death  of  his  father  in  1 738.  Made  in  1  734  by  Augustus  Courtauld,  London  8j  inches  :  40  6  ounces.  ]  An  attractive  pair  of  George  II  silver  dessert  dishes  with 
original  engraving,  made  in  1 738  by  Robert  Lucas,  London.  7  inches :  1  9  9  ounces.  ]  A  very  pretty  pair  of  1 8th  century  diamond  drop  earrings  2^  inches,  circa 
1  780  □  An  antique  heart-shaped  diamond  ring  of  very  fine  colour,  3.1  2  carats,  circa  1 800. 


N.  BLOOM  &  SON  LTD, ,  1912 

DEALERS  IN  FINE  ANTIQUE  SILVER  AND  JEWELLERY 

40  Albemarle  Street,  Piccadilly,  London  W.l.  MAY  5060. 
Member  of  the  British  Antique  Dealer's  Association. 


Ask  for  our  Catalogue 
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NEWHOUSE 


GALLERIES,  Inc. 


Established  1878 


ELIZABETH  AND  JOHN  TAYLOR 
(A  Pair  of  Portraits) 

By 

SEYMOUR  JOSEPH  GUY 

Signed  and  dated  1857 


Size  33  by  26  inches  each 


15  East  57th  Street,  New  York,  N.Y.  10022 

(212)  PLAZA  5-4980 


ARNE  BRUUN  RASMUS  SEN 

of  Copenhagen 
Auctioneer  of  Fine  Art 

Bredgade  33  1260  K  Copenhagen  Denmark  Telephone:  MI  691 1 


Paul  Gauguin,  "L'lnintelligible  au  profil  dur"  Govert  Flinck,  "Portrait  of  a  boy", 

Georges  Wildenstein,  Gauguin,  1964,  no.  jjq.  Signed  G.  Flinck,  1640. 

iyxish.  inches.  25 A  X  22  inches 

Wednesday,  March  18 th  Tuesday,  April  14th 


A  documented  Copenhagen  porcelain  bowl  with  a  scene 

from  the  Battle  of  Copenhagen,  inscribed  with  date 

"2nd  April,  1801". 

Height:  $\  inches,  diameter  ij\  inches 

April  1 4th- 1 5th 


Paul  Storr,  late  George  III  silver  tureen  and 
cover,  London,  1818. 
Height:  ill  inches 
April  14th-!  5th 


DAYS  OF  SALE: 

GREEK  COINS  FROM  THE  COLLECTION  OF  THE  LATE  PAUL  M.  PROSCHOWSKY 
Tuesday,  March  10th  and  following  two  days  at  9.30  a.m.  and  2  p.m. 

IMPRESSIONIST  AND  MODERN  PAINTINGS,  DRAWINGS  AND  PRINTS 
Wednesday,  March  18th  at  1  p.m. 

OLD  MASTER  PAINTINGS,  SILVER,  PORCELAIN,  FURNITURE  AND  ORIENTAL  ART 
Tuesday,  April  14th  and  Wednesday,  April  15th  at  1  p.m. 


On  view  three  days  before  the  sale  or  by  special  appointment 

Catalogues  <>n  request 


CHRISTIE'S 

Forthcoming  Sales — March  1970 

All  Sales  subject  to  the  Conditions  printed  in  the  Catalogues 
Those  sending  Commissions  or  making  enquiries  should  refer  to  the  sale  code  name 
which  is  in  brackets  after  each  sale. 


Monday  2nd,  Fine  Oriental  C  eramics  and  Works  of  Art.  (Rose) 

Tuesday  3rd,  at  11  a.m.  and  2.30  p.m.  and  at  2.30  p.m. 
the  following  day,  Important  Collection  of  Gold  Coins  and 
Medals  of  the  World.  (Escudo) 

Tuesday  3rd,  Fine  English  Drawings  and  Watercolours.  (Edgar) 

Tuesday  3rd,  English  and  Continental  Watches.  (Alpha) 

Wednesday  4th,  Fine  Historical  Steam  Engine  Models  and 
Ship  Models.  (Watt) 

Thursday  5th,  English  and  Continental  Furniture,  Objects  of 
Art,  Textiles,  Eastern  Rugs  and  Carpets.  (Mouse) 

Thursday  5th,  Hock,  Burgundy  and  Champagne.  (Rollin) 

Friday  6th,  Victorian  Pictures  and  Sculpture.  (Victoria) 

Monday  9th,  English  Pottery  of  the  18th  and  19th  Centuries. 
(Littler) 

Monday  9th,  Antique  and  Modern  Firearms,  Arms  and 
Armour.  (Archer) 

Tuesday  10th,  Greek,  Roman,  Egyptian  and  Other 
Antiquities.  (Clough) 

Tuesday  10th,  at  2.30  p.m.,  Fine  Japanese  Swords  and  Sword 
Fittings.  (Bone) 

Wednesday  11th,  Fine  Islamic,  Buddhist  and  Far  Eastern 
Works  of  Art.  (Nirvana) 

Wednesday  11th,  Fine  Jewels.  (Pyrope) 

Thursday  12th,  Important  English  Furniture,  Clocks,  Works 
of  Art,  Oriental  Rugs  and  Carpets.  (Cat) 

Thursday  12th,  Port,  Sherry  and  Brandy.  (Amerine) 


APRIL 

Thursday  2nd,  English  and  Continental  Furniture,  Objects  of 
Art,  Textiles,  Eastern  Rugs  and  Carpets.  (Bull) 

Thursday  2nd,  "End  of  Bin"  Sale  of  Wines,  Spirits,  Liqueurs 
and  Cigars.  (Maro) 

Friday  3rd,  Pictures  and  Drawings  c.  1800  c.  1900.  (Mary) 

Monday  6th,  19th  Century  English  and  Continental  Pottery 
and  Porcelain.  (Ginori) 

Tuesday  7th,  Fine  Old  Master  Drawings.  (Graham) 

Tuesday  7th,  Japanese  Ivories  and  Other  Works  of  Art. 
(Copper) 

Thursday  9th,  Claret  and  White  Bordeaux.  (Porcius) 

Thursday  9th,  English  and  Continental  Furniture,  Objects  of 
Art,  Textiles,  Eastern  Rugs  and  Carpets.  (Horse) 

Friday  10th,  Pictures  by  Old  Masters.  (Betty) 


Friday  13th,  Fine  English  Pictures.  (Marcia) 

Monday  16th,  Important  Continental  Porcelain.  (Fulda) 

Tuesday  17th,  Fine  English  and  Continental  Glass.  (Bell) 

Tuesday  17th,  English  Drawings  and  Watercolours.  (Fergus) 

Tuesday  17th,  Enamels,  Russian  and  other  Objects  of  Art  and 
Objects  of  Vertu.  (Firebird) 

Wednesday  18th,  Important  English  Silver.  (Nelme) 

Wednesday  18th,  Printed  Books,  including  Atlases  and 
Americana.  (Sutherland) 

Thursday  19th,  A  Collection  of  Important  French  and 
Continental  Furniture,  Objects  of  Art,  Clocks  and  Tapestries. 
(Dog) 

Thursday  19th,  Spring  Wines.  (Rabelais) 

Friday  20th,  at  1 1  a.m.  and  2.30  p.m.,  Modern  British 
Drawings,  Paintings  and  Sculpture.  (Candida) 

Monday  23rd,  Old  English  Silver.  (Oliveyra) 

Monday  23rd,  Oriental  Ceramics  and  Works  of  Art.  (Verte) 

Tuesday  24th,  Antique  Jewellery  and  Works  of  Art.  (Stone) 

Wednesday  25th,  English  and  Continental  Furniture,  Objects 
of  Art,  Textiles,  Eastern  Rugs  and  Carpets.  (Sheep) 

Wednesday  25th,  Important  Jewels.  (Demantoid) 

Thursday  26th,  Pictures  and  Drawings  c .  1800  c.  1900.  (Sylvia) 

Thursday  26th,  at  11  a.m.  and  2.30  p.m.,  Robson  Lowe  at 
Christie's 


SALES  OVERSEAS 

IN  AUSTRALIA 

At  "The  Age"  Gallery,  Spencer  Street,  Melbourne. 
Wednesday,  March  4th  at  8  p.m.  and  Thursday,  March  5th  at 
10.30  a.m.  and  3  p.m. 

Australian  Books  and  Manuscripts  including  the  Ornithological 
and  Zoological  Works  of  John  Gould.  (Black  Swan) 

Friday,  March  6th 

Australian  Historical  and  Contemporary  Paintings.  (Dingo) 

IN  CANADA  with  Montreal  Book  Auctions 
At  The  Ritz  Carlton  Hotel,  Montreal. 

Wednesday,  March  25th  at  2  p.m.  and  8  p.m.  and  Thursday, 
March  26th  at  10  a.m. 

Rare  Arctic,  Canadiana  and  Americana,  Manuscripts, 
Autograph  Letters  and  Prints,  Canadian  Art,  Canadian 
Indians  and  Rare  Military  Books  and  many  other 
Collectors'  Items. 

Thursday,  March  26th  at  8  p.m. 

Drawings,  Watercolours  and  Fine  Paintings  by  Canadian 
Artists 

IN  THE  UNITED  STATES  OF  AMERICA 
At  The  Warwick  Hotel,  Houston,  Texas 
Monday,  April  6th  at  8  p.m. 

Impressionist,  American  and  Modern  Paintings  and 
Watercolours,  and  a  Group  of  Dorothy  Doughty  Birds. 


Telephone:  01-839  9060 


8  King  Street,  St.  James's,  London  S.W.I 

Telex:  916429  Telegrams:  Christian,  London  S.W.I 


CHRISTIE'S  IN  TEXAS 

Will  Offer  At  Auction  at  The  Warwick  Hotel,  Houston 
on  Monday,  April  6th 

Impressionist,  American  and  Modern  Paintings 

Including  works  by 


Corot 

Bonnard 

Winslow  Homer 

N.  C.  Wyeth  and  A.  Wyeth 

Valtat 

Loiseau 

Vlaminck 


All  sales  subject  to  the  conditions 
printed  in  the  catalogues 


Inness 

Van  Gogh 

Fantin-Latour 

Utrillo 

C.  Pissarro 

Boudin 

and  others 

and  a  group  of 
Dorothy  Doughty  birds 


Charro,  by  William  Robinson  Leigh,  signed  and  dated  1914,  28  in.  by  22  in. 


At  6.30  p.m.  on  Friday,  April  3rd 
a  reception  and  view  will  be  held 
in  aid  of  the  Texas  Institute  of 
Child  Psychiatry. 

Tickets  can  be  obtained  from 
John  P.  Klep, 

Christie's  Texas  Representative: 
J.  P.  Klep  Gallery, 
1711  South  Post  Oak  Road. 
Houston.  Texas. 


Brandy  Wine  Valley,  by  Andrew  Wyeth,  signed  and  dated  1940,  watercolour,  21  in.  by  29  in. 


Illustrated  catalogue,  £2  or  %5. 

Our  Representatives  in  New  York: 

JOHN  RICHARDSON    JERRY  L.  PATTERSON    The  Hon.  CHARLES  ALLSOPP 

H67,  Madison  Avenue,  New  York,  N.  Y.  10021 
Tel:  Rhinelander  4-4VI7     Telex:  New  York  620721     Cables:  Chriswoods,  New  York 


Telephone:  01-839  9060 


8  King  Street.  St.  James's.  London  S.W.I 

Telex:  916429  Telegrams:  Christian,  London,  S.W.  1 


SOTHEBY'  S 


WEDNESDAY,  18th  MARCH 

IMPORTANT  EIGHTEENTH  AND 
NINETEENTH  CENTURY  PAINTINGS 

the  property  of  Lord  Geoffrey  Percy,  Mrs.  Miriam  Leader,  Mr.  and  Mrs.  F.  Kirchheimer, 
Lt.-Col.  H.  L.  Cooper,  A.F.C.,  The  Trustees  of  Sir  George  Pigot's  Will  Trust,  and  other 
owners 

Illustrated  Catalogue 


George  Stubbs.  A.R.A.  A  Cheetah  with  two  Indians  c.1  765.  71  by  107  inches 


I  he  Connoisseur,  March,  1970 
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SOTHEBY'S 

TUESDAY,  24th  MARCH,  at  1 1  am  and  2.30  pm 

IMPORTANT  NINETEENTH  CENTURY 
AND  MODERN  ETCHINGS,  LITHOGRAPHS 

AND  WOODCUTS 

the  property  of  Rear-Admiral  C.  D.  Howard-Johnston,  C.B..  D.S.O.,  D.S.C., 

and  other  owners 

Illustrated  Catalogue 


Eugene  Delacroix  Etude  de  Femme  (L.D.  21.  2/4)  from  a  set  Pablo  Picasso  Illustrations  for  Balzac's  Le  Chef  d'Oeuvre 

of  five  etchings  printed  in  1865  by  Cadart  and  Luquet  Inconnu.  1931  (B.82  to  94)  the  set  of  13  etchings 

in  original  wrappers 


Pablo  Picasso  Personnages  Masgue  et  Femme  Oiseaux  from  Henri  Matisse  Odalisque  with  a  Samovar  1929, 

the  Vollard  Suite  (G.441)  etching  and  aquatint,  249  by  348  mm  lithograph,  280  by  375  mm 


83 


SOTHEBY'S 


(Affiliated  Company:  Parke-Bernet  Galleries  Inc) 


LONDON 

Sotheby  &  Co. 
34/35  New  Bond  Street. 
London.  W1  A  2AA 
Telephoned  1-493  8080 
Telex: London  24454 
7~e/epra/7?s.'Abinitio.  London 

SCOTLAND 

Duncan  McLaren 

19  Castle  Street.  Edinburgh  2 

Te/ephone:031-22Q  5438 

NEW  YORK 

Parke-Bernet  Galleries  Inc. 
980  Madison  Avenue,  New  York 
10021  Telephone:  212-879-8300 
Te/ex/New  York  222643 
Te/egrams:Parkga\.  New  York 
Sotheby's  of  London  Ltd 
980  Madison  Avenue,  New  York 
10021  Telephoned  2-758-2891 
Telegrams:  Ab'm\i\o.  New  York 

CALIFORNIA 

Sotheby's  of  London  Ltd 

The  Executive  Life  Building,  Suite 

904  9777  Wiltshire  Boulevard 

Beverly  Hills.  California  90210 

Telephoned  3-274-7329 

7"e/ex:6771  20 

FRANCE 

Representative  lor 

Sotheby  &  Co. 

&  Parke-Bernet  Galleries  Inc. 

Valentin  Abdy  8  Rue  de  Duras. 

Paris  8e  Telephone:f\n\ou  2599 

GERMANY 

Representative  tor 
Sotheby  &  Co. 
&  Parke-Bernet  Galleries  Inc. 
Valentin  Abdy 

Galerie  Strasse  6a,  Munich  22 
/re/ep/7one:292252 

AUSTRALIA 

Sotheby  &  Co.  (Australia)  Pty.  Ltd 
1  3th  Floor,  West  Tower 
1  71  Flinders  Street 
Melbourne,  Victoria  3000 
7"e/ep/7or?e:Melbourne  63  6643 
/"e/egrams/Abinitio,  Melbourne 

CANADA 

Sotheby  &  Co.  (Canada)  Ltd 
1  76  Yonge  Street.  Toronto  1 , 
Ontario  Telephone: (41  6)  861-6761 
Telegrams:f\b'm\X\o.  Toronto 

ITALY 

Representative  for 

Sotheby  &  Co. 

&  Parke-Bernet  Galleries  Inc. 

A.  Chesne  Dauphine 

Via  Leone  X4.  Florence  50129 

7~e/ep/?o/?e:474.925 

LEBANON 

Representative  for 

Sotheby  &  Co. 

A  Parke-Bernet  Galleries  Inc. 

Mounir  Atallah.  P.O.  Box  7095, 

Beirut 

Telephone:  2571  50  and  257970 
re/egrams/Auctionart,  Beirut 


SOUTH  AFRICA 

Representative  for 
Sotheby  &  Co. 
&  Parke-Bernet  Galleries  Inc. 
R.  H.  Cassirer 

P.O.  Box  31010,  Braamfontem 
Johannesburg,  South  Africa 
7"e/ep/?o/7e:Johannesburg724-5967 

SWITZERLAND 

Representative  for 

Sotheby  &  Co. 

&  Parke-Bernet  Galleries  Inc. 

Dr.  J.  C.  Willie  in  partnership  with 

Alfred  Schwartzenbach, 

18  Bleicherweg.  8002  Zurich 

7e/ep/?one:(010  41  51 )  25001 1 

Will  hold  the  following  sales  in 
March,  each  sale  beginning 
at  11  am  unless  otherwise 
stated. 

On  view  at  least  two  days  prior. 
All  catalogues  post  free 

Monday,  2nd  March  and  the 
following  day 
Printed  Books 

Cat.  2s.  (lOp.) 

Monday,  2nd  March 

Fine  Russian  and  Greek  Icons 

Cat.  (4  plates)  3s.  (15p.) 

Tuesday,  3rd  March  and 
following  day 
Oriental  Ceramics, 
Snuffbottles  and  Works  of  Art 

///.  Cat. 

Wednesday,  4th  March 
Old  Master  Paintings 

Cat.  (4  plates)  3s.  (15p.) 

Thursday,  5th  March 
Silver  and  Plate  of  the  Reigns 
of  King  William  IV  and 
Queen  Victoria 

Cat.  (17  plates)  6s.  (30p.) 

Thursday,  5th  March 
Minerals,  Fossils  and  Shells 

Cat.  (15  plates.  7  in  colour) 

Thursday,  5th  March,  at  2.30  pm 
Fine  English  Drawings  and 
Watercolours 

Cat.  (18  plates)  5s.  (25p.) 

Friday,  6th  March 
English  and  Continental 
Furniture,  Clocks,  Barometers, 
Rugs  and  Carpets 

Cat.  Is.  (5 p.) 

Monday,  9th  March 
English  and  Continental 
Miniatures,  Fine  Gold  Snuff 
Boxes,  Russian  Works  of  Art 
including  works  by  Carl 
Faberge 

Cat.  (14  plates)  5s.  (25p.) 


Monday,  9th  March,  at  2.30  pm 
Decorative  Arts  1880  1930 

///.  Cat. 

Tuesday,  1 0th  March 

An  Important  Collection  of 

Meissen  Porcelain  Wares 

///.  Cat. 

Wednesday.  11th  March 
Eighteenth  and  Nineteenth 
Century  Paintings 

"Thursday,  1  2th  March 
English  and  Foreign  Silver 
and  Plate 

Thursday,  1  2th  March 

Fine  Musical  Instruments 

Friday,  1  3th  March 
English  and  Foreign 
Furniture,  Clocks,  Rugs  and 
Carpets 

///.  Cat. 

Monday,  1  6th  March 

The  Celebrated  Collection  of 

Books  Relating  to  the  Circus 

Cat.  5s.  (25p.) 

Monday,  1  6th  March 

Printed  Books,  Drawings  and 

Juvenilia 

Monday,  1  6th  March 

An  Important  Collection  of 

French  Glass  Paperweights 

///.  Cat. 

Tuesday,  1  7th  March 
Important  English  Porcelain 

Cat.  15s.  (75p.) 

Tuesday,  17th  March 
Impressionist  and  Modern 
Drawings,  Paintings  and 
Sculpture 

Cat.  (36  plates)  15s.  (75p.) 

Wednesday,  18th  March 
Important  Eighteenth  and 
Nineteenth  Century  Paintings 

///.  Cat. 

Wednesday.  18th  March, 
at  1  0  am  and  2.30  pm 
Important  Anglo-Hanoverian 
Gold  and  Silver  Coins 
Together  with  a  Collection  of 
English  Crowns  and 
Commemorative  Medals 
///.  Cat. 

Thursday.  19th  March,  at  10.30  am 
Fine  Jewels 

///.  Cat. 

Thursday,  19th  March,  at  2.30  pm 
Fine  English  Eighteenth  and 
Nineteenth  Century  Drawings 

///.  Cat. 


Friday,  20th  March 
English  and  Continental 
Furniture,  Clocks,  Rugs  and 
Carpets 

///.  Cat. 

Monday,  23rd  March,  and 
following  day 

Valuable  Printed  Books, 
Autograph  Letters  and 
Historical  Documents 

Monday,  23rd  March 
Important  Arms  from  the 
Saxon  Royal  Collections  and 
Fine  Firearms  and  Weapons 

///.  Cat. 

Monday.  23rd  March 
Fine  Watches  and 
Scientific  Instruments 

///.  Cat. 

Monday,  23rd  March,  at  2.30  pm 
Egyptian,  Western  Asiatic, 
Greek,  Etruscan  and  Roman 
Antiquities,  Islamic  Pottery 
and  Metal  work,  Indian  and 
Tibetan  Sculpture,  Oceanic 
and  American  Indian  Art 
Cat.  Is.  (5 p.) 

Tuesday,  24th  March 

Oriental  Ceramics  and  Works 

of  Art 

Tuesday.  24th  March,  at  1 1  am 
and  2.30  pm 

Important  Nineteenth  Century 
and  Modern  Etchings, 
Lithographs  and  Woodcuts 

///.  Cat. 

Wednesday.  25th  March 
Old  Master  Paintings 

///.  Cat. 

Thursday.  26th  March 
English  and  Foreign  Silver 
and  Plate 


The  salerooms  will  be  closed 
from  Friday,  27th  March 
until  Wednesday,  1st  April 
for  Easter 


Thursday.  2nd  April 
Eighteenth  and  Nineteenth 
Century  Drawings 

Friday,  3rd  April 
English  and  Continental 
Furniture,  Tapestries,  Rugs 
and  Carpets 


The  Connoisseur,  March,  1970 


PARKE-BERNET  GALLERIES  •  Inc. 

(Aff Mated  with  Sotheby  &  Co.  London)  980  MADISON  AVENUE.  NEW  YORK.  N.Y.  10021 

FRIDAY.  13th  MARCH  at  2  pm 

CHINESE  ART 

including  an  important  collection  of  jades,  bronzes, 

famille  verte.  and  other  porcelain 
the  property  from  the  Estate  of  the  late  Mrs.  Sara  I.  Sommer 

and  other  owners 


A  fine  pair  of  moss  green  jade  table  screens,  total  height  15  inches 

On  view  Saturday.  7th  March 
Illustrated  catalogue  S3  by  mail  S4 

Catalogue  also  available  from 
Sotheby  &  Co.,  34-35  New  Bond  Street.  London  WIA  2AA 
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PARKE-BERNET  GALLERIES  •  Inc 

(Affiliated  with  Sotheby  &  Co.,  London)  980  MADISON  AVENUE.  NEW  YORK,  N.Y.  10021 


FRIDAY,  20th  MARCH,  at  10.1  5  am  and  2  pm 


An  Elizabeth  I  parcel-gilt     A  coffee  pot  by  ( ?)  Robert  Shields  of  A  George  II  salver  with  Royal  Armorials,  London,  1  759, 

cup  and  cover.  London,     Liverpool,  c.  1  700.  height  9y  inches  diameter  20  inches 

1  585.  height  1 1  j  inches 


A  George  III  seven-piece  tea  and  coffee  set.  originally  belonging  One  of  a  pair  of  George  I  table  candlesticks,  and  a  taperstick, 

to  David  Garnck.  London  1774  London  1718,  heights  1\  and  4}  inches 


Catalogue  also  available  from: 

Sotheby  &  Co..  34-35  New  Bond  Street.  London  WIA  2AA 


PARKE-BERNET  GALLERIES  •  Inc 

(Affiliated  with  Sotheby  &  Co..  London)  980  MADISON  AVENUE,  NEW  YORK,  N.Y.  10021 

FRIDAY,  10th  APRIL  at  2pm 

PART  1  THE  GRIES  COLLECTION  OF 
CHINESE  EXPORT  PORCELAIN 


On  view  from  Saturday.  4th  April 
Illustrated  Catalogue  S3  by  mail  14.50 


Two  of  a  set  of  six  plates,  each  with  the  inscription  referring  to  the  misfortunes  of  the  'Mississippi  Bubble'  in  1720;  and  an  Arita 

blue  and  white  ewer  with  Amsterdam  silver  mounts,  late- 1  7th  century,  height  9f  inches 


One  of  a  pair  of  plates  with  the  Arms  of  the  Hohenzollerns,  c.  1750-60  and  a  plate  in  violet  camaieu  after  a  woodcut  by  A.  Bloemart, 

c.  1735 

Catalogue  also  available  from: 
Sotheby  &  Co..  34-3'5  New  Bond  Street.  London  WIA  2AA 


S.  J.  SHRUBSOLE  LTD  S.  J.  SHRUBSOLE  CORP 

43  MUSEUM  STREET,  LONDON  WC1    01-405  2712          104  EAST  57th  STREET,  NEW  YORK  10022.  PLAZA  3-8920 

Member  of  the  British  Antique  Dealers'  Association  Member  of  the  National  Antique  and  Art  Dealers'  Association  of  America 
One  minute  from  the  British  Museum 


The  Connoisseur,  March,  1970 
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Sculptors  as  book-illustrators: 

Contemporary  French  Beau  Livre  (12) 


W.  J.  STRACHAN 


IN  any  consideration  of  the  part  played  by  sculptors  in  the 
livre  d'artiste  of  the  School  of  Paris  mention  must  be  made  of 
Rodin  as  the  first  modern  sculptor  to  undertake  autographic 
illustrations  for  a  book.  Nor  might  the  work  in  question,  Le 
Jardin  des  Supplices,  have  ever  been  published  in  the  present  form 
but  for  the  famous  art-dealer  Ambroise  Vollard,  since  the 
author,  Octave  Mirbeau,  could  find  no  one  else  willing  to  accept 
a  book  illustrated  with  mildly  erotic  lithographs,  now  so  admired, 
but  which  had  shocked  all  other  potential  publishers.  Rodin, 
Bourdelle,  his  admirer  and  pupil,  and  Maillol  dominated  the 
sculptural  scene  for  many  decades,  and  all  the  sculptor-illustrators 
dealt  with  in  this  article  were  influenced  in  some  way  by  these 
forceful  personalities. 

Despite  differences  which  are  many  and  obvious,  this  trium- 
virate drew  their  inspiration,  at  various  removes,  from  classical 
sources — ancient  Greece,  Rome  or  the  Italian  Renaissance;  all 
three  successfully  by-passed  the  stultifying  academic  tradition  of 
the  nineteenth  century.  Charles  Despiau  (i 874-1946),  an  early 


pupil  of  Rodin's,  had  a  more  serene  approach  to  modelling  than 
his  master.  The  figures,  predominantly  female  and  nubile,  are 
poised  and  sedate  and  possess  great  charm  which  is,  here  relevant, 
a  feature  of  his  lithographs  for  Montherlant's  Les  Olympiques 
(N.R.F.,  1943),  printed  in  sepia.  An  impressive  kneeling  nude 
faces  a  text  headed  'Vesper',  beginning  'Le  stade  n  est  que  silence 
et  solitude'.  Some  of  the  premier  coup  sketches  of  female  athletes 
are  among  the  best  in  the  book  chiefly  devoted  to  male  figures. 
The  female  nude  ('Laisscz-moi  vous  regarder  sans  paroles  .  .  .') 
a  relaxed  figure,  left  hand  laid  light!)  on  her  right  shoulder 
(No.  1),  is  a  graceful,  sculpturesque  transcription  of  Monther- 
lant's text. 

Lucile  Passavant,  who  exhibits  at  the  Madden  Galleries, 
London,  won  high  praise  from  her  master,  Maillol,  when  she- 
was  still  quite  young.  'J'ai  monk'  ta  statuette',  he  remarked,  'elle 
est  d'un  fort  beau  dessin;  tu  es  donee  pour  le  modelage'.  This 
early  promise  has  been  fulfilled.  Her  wood  engravings  for  a 
Virgil  Bucoliques  (1951),  though  influenced  by  Maillol's  own  for 


1.  Charles  Despiau.  Sepia  lithograph  from  Les  Olympiques,  20  10  cm. 
(The  dimensions  in  this  and  the  following  illustrations  are  those  of  the 
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4.  Maillol.  Original  lithograph  from  a  page 
from  Les  Dialogues  des  Courtisanes,  15      23  cm. 


Les  Georgiques,  have  an  individuality  of  their  own.  Her  sense  of 
the  medium  and  organisation  of  space  are  particularly  striking. 
The  boy  shepherd  protecting  his  lamb  from  the  eagle  (No.  2) 
illustrates  these  qualities. 

Maillol's  lithographs  for  L'  Art  d 'aimer  (Ovid),  for  La  Belle 
Chair  (Edouard  Pelletan)  and  for  Les  Dialogues  des  Courtisanes 
arc  unmistakably  a  sculptor's.  One  notes  in  the  nudes  for  the 
latter  Lucian's  text  in  translation,  published  by  Henri  Crcuze vault 
in  1949,  a  slight  mannerist  touch — suitable  enough  in  this 
instance.  If  Rodin's  figures,  modelled  or  drawn,  exploit  the 
accidental  and  dramatic,  Maillol's  classical  syntheses,  as  exempli- 
fied in  the  reproduction  shown,  emphasise  the  interplay  of 
rhythmic  curve  and  the  graceful  body  in  repose  (No.  4). 

Giacomctti  is  the  most  fmious  of  those  who  attended  Bour- 
delle's  academy.  He  was  an  artist  of  many  phases  and  absorbed 
many  influences  before  his  evolved  his  own  highly  personal 
language.  For  a  time  he  was  Rodin's  chief  assistant.  The  drawings 
he  did  at  this  period — some  were  on  show  in  a  comprehensive 
exhibition  (Galerie  Claude  Bernard,  Paris)  in  the  spring  of  last 
year — revealing  an  almost  geometrical  graphism  for  emphasising 
the  planes.  His  later  drawings  in  this  same  exhibition  are  informed 
with  a  different  spirit.  Evoked  by  a  nervous,  inspired  scribble, 
still-life,  object,  figure  materialise  into  an  atmosphere  of  timeless 
space.  Like  most  artists  of  our  time— Picasso,  Moore  and  Ernst, 
to  mention  three  representative  names — Giacomctti  responded 
to  the  many  new  stimuli  seen  cither  in  private  houses,  studios  or 
ethnological  museums.  African  masks,  totems,  Cycladic  or 
votary  figurines  enriched  their  aesthetic  repertory  and  became 
starting-points  for  plastic  exploration.  Giacomctti  always  had  a 
feeling  tor  such  objects.  One  recalls  the  exotic  fircdogs  he  created 
in  order  to  earn  a  living  in  his  early  days.  Gradually  he  appears  to 
have  transferred  the  feeling  that  he  had  for  fetish  objects  to 
everyday  articles  of  food  and  furniture.  They  seem,  like  his 
human  figures,  to  become  endowed  with  metaphysical  being 
and  the  same  haunting  ijuahty.  I  Ins  can  be  scon  in  the  illustra- 
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6.  Chavignier.  Copper 
engraving  from  a  suite 
to  a  special  copy  of 
La  Danse  du  Chateau, 
9      6  cm. 


tions  he  executed  for  two  books,  both  published  in  1961,  one  by 
lithography  and  the  other  etching.  Pontine  endormie,  poems  by 
Lena  Leclercq  (published  by  Marc  Barbezat:  100  copies)  has 
among  its  eight  lithographs  one  of  three  apples.  As  well  as 
texture  they  are  a  refined  spatial  statement.  The  objects  of 
furniture  in  Vivantes  cendres  innomees,  poems  by  Michel  Leiris, 
chairs  (No.  5),  tables,  lamps,  curtains  seem,  paradoxically, 
charged  with  animism.  As  such  they  remind  one  of  the  literary 
treatment  of  so-called  inanimate  objects  in  the  French  nouveau 
roman'  (Robbe-Grillet,  Pinget,  etc.)  and  the  novelle  of  Gia- 
cometti's  compatriot,  Vera  Cacciatore  (La  vendita  aifasta,  etc.). 
One  has  the  feeling  of  being  enticed  into  a  world  impregnated 
with  mystery. 

In  a  brilliant  etched  evocation  of  Cervantes,  a  portrait- 
frontispiece  to  a  work  by  the  Spanish  author  in  French  translation 
La  Danse  du  Chateau,  Giacometti  paid  a  compliment  to  the  work 
of  a  younger  sculptor-illustrator,  Louis  Chavignier,  who  provid- 
ed the  other  illustrations.  They  consist  of  fourteen  copper 
engravings  of  great  distinction.  This  was  in  fact  the  eighth  book 
issued  by  the  enterprising  bibliophile  society,  Les  Itnpenitents;  a 
hundred  copies  in  each  case.  Chavignier  both  in  his  sculpture 
and  engravings  finds  inspiration  in  some  fragment  of  organic 
nature,  but  his  art  is  non-figurative  rather  than  directly  allusive. 
One  of  his  delicate  economical  engravings  may  suggest  a 
feather,  a  strangely  articulated  insect  (No.  6).  Grave  or  witty 
they  are  attractive  creations  and  look  superbly  well,  set  as  they 
are  in  the  centre  of  a  triptych  page — double  fold  with  the 
Spanish  original  on  one  side  (in  italic),  French  flanking  the  other 
(in  Roman). 

The  attitude  of  Germaine  Richier  to  nature  is  different.  It  is 
more  directly  and  often  morbidly  related  to  decay  and  corrup- 
tion. Her  early  preoccupation  with  insect  life — one  recalls  her 
Praying  Mantis — is  not  unlike  that  of  Elizabeth  Frink's  with 
predatory  birds.  Both  women  seem  fascinated  by  the  grimmer, 
ironic  aspects  of  creation.  Richier  was  obviously  peculiarly 
suited  to  illustrate  Rimbaud's  Une  Saison  en  Enfer  in  a  vein  of 
romantic  attachment  to  'easeful  death';  and  though  her  inter- 
pretation of  'C'est  elle,  la  petite  morte  derriere  les  rosiers'  may 
evoke  Delacroix's  Ophelie  in  his  lithographs  for  Hamlet  (1864), 
the  sculptress's  approach  is  less  dramatic.  The  emotion  is  created 


by  the  naked  lifeless  form  of  the  girl  as  she  floats  stiffly  head- 
downwards  towards  the  river-bed.  The  design  is  conceived 
flatly  as  a  pattern  of  contrasts  between  the  dark  reeds  thrusting 
upwards  on  the  left  and  the  pale  tones  of  the  water  and  the 
explosion  of  light  on  the  right.  Her  next  illustrations,  consisting 
of  twenty-four  mixed  etchings  to  poems  by  Rene  de  Solier, 
appeared  under  the  same  imprint,  that  of  the  Gonin  Freres  of 
Lausanne  seven  years  later  in  1958.  It  is  given  the  title  Contre 
Terre  (No.  7).  Like  the  text  they  are  explorations  of  a  shadow 
world  and  reflect  Richier's  later  obsessions  for  which  she  has 
developed  new  means  of  expression:  sometimes  by  the  inten- 
tional indeterminacy  of  a  Rembrandt  maculaturc,  sometimes  by 
mysterious  patterns  of  spidery  lines  counterbalanced  by  what 
look  like  insect  forms  slightly  out  of  focus. 

Ubac's  healthier  relation  to  nature  is  connected  with  his  love 
of  his  native  Ardennes  whose  trees  are  echoed — one  must  think, 
consciously — in  the  serried  groups  of  female  forms  which  have 
recently  figured  in  his  paintings  and  prints.  Likewise  the  slate 
quarries,  whose  sombre  blues  and  browns  are  the  favoured  tones 
of  his  paintings  and  illustrations  to  the  book  Pierre  Ecrite, 
published  by  Aime  Maeght  in  1958.  They  were  printed  from 
engraved  slate  transferred  to  lithographic  plates  and  are 
abstract  designs  of  great  power.  This  writer  is  personally  more 

8.  Ubac.  One  of  a  number  of  mixed  etchings  for  a  series  of  poems,  Les 
lisieres  du  devenir,  30  X  24  cm. 

7.  Germaine  Richier.  Original  etching,  Contre  Terre,  from  a  series  of 
twenty-four  mixed  etchings,  37  X  28  cm. 
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9.  Zadkine.  Etching  for  Robert  Ganzo's  poems  Lespugue,  24      17  cm. 

impressed  by  his  engravings-cum-etchings  for  Ancienne  Eternite 
(text  by  Christian  Dotremont,  Adricn  Macght,  1958)  and  his 
deep  etchings  for  Les  lisieres  du  devetiir,  poems  by  Lucien  Scheler, 
published  by  Jean  Hugues  in  1963.  The  latter,  six  in  number, 
are  rich  in  enctrusted  matter  and  convey  a  tactile  feeling  of  bone 
and  scraped  bitumen  (No.  8).  Their  skeletal  designs  effectively 
'point'  such  poems  as  Secrets  dc  Vombilic  and  echo  the  poet's 
obsession  with  time,  the  leitmotiv  of  the  book.  The  background 
of  thin  lines,  off-parallel,  hint  at  Ubac's  later  themes — the 
Labours  series  of  paintings  characterised  by  patterns  of  ridge  and 
scorings,  familiar  to  us  in  his  impressive  slate  carvings  on  the 
grand  scale  (not  bas-reliefs)  or  'bustes  et  torses'  of  1966. 

There  could  hardly  be  a  bigger  contrast  than  between  Ubac 
and  Zadkine  with  his  idiosyncratic  expressionist  idiom  which 
can  achieve  intensely  moving  effects.  All  those  who  know 
Rotterdam  will  retain  a  vivid  memory  of  his  vast  gesticulating 
bronze  figure  'The  City  without  a  heart' — memorial  to  the 
destruction  of  that  heroic  city  by  the  Germans  in  1940.  The 
characteristics  of  his  sculpture  are  repeated  in  his  drawings  and 
etchings;  substitution  by  angles  and  straight  lines  for  the  round- 
nesses of  the  human  figure,  a  baroque  distortion  for  dramatic 
emphasis  and  movement.  The  etchings  for  Robert  Ganzo's 
poems  Lespugue,  love-poems  under  the  sign  of  the  famous 
prehistoric  figurine  known  by  that  name — the  Lespugue  Venus — 
with  reminiscences  of  cubism  in  the  treatment  of  the  planes,  the 


wilful  distortions  of  hands  and  feet,  the  interlocking  forms 
(No.  9)  arc  decorative  to  the  page  as  well  as  expressive.  This  little 
masterpiece,  published  by  Marcel  Sautier  in  1966,  the  year 
before  the  sculptor's  death,  is  a  fitting  memorial  to  his  graphic 
work  for  the  book. 

The  early  work  of  Henri  Laurens  has  similarities  with  that  of 
Zadkine,  both  of  them  being  caught  up  in  the  cubist  movement. 
But  Laurens,  despite  his  close  association  with  Braque,  did  not 
long  share  the  latter's  enthusiasm  for  the  analytical  approach  to 
aesthetics,  in  theory  or  in  practice.  In  fact  Henri  Laurens  was 
almost  a  'natural',  impatient  of  theories  and  whose  feelings  like 
those  of  his  English  namesake,  D.  H.  Lawrence — whom  in  the 
Modigliani  portrait  he  strangely  resembles — came  from  the 
solar-plexus.  His  robust  sensuality  is  likewise  uninhibited.  This 
made  him  more  open  than  most  to  exotic  influences  and  what 
one  might  call  a  renaissance  of  primitivism.  He  was  essentially, 
like  Apollinaire  in  literature,  a  man  of  his  time — 'un  grand 
maitrc  d'aujourd'hui  comme  Maillol  est  un  grand  maitre 
d'autrcfois',  wrote  Maurice  Raynal.  His  white-line  wood 
engravings  for  Les  Idylles  de  Theocrite  (Teriade,  1945)  have  the 
lyrical,  decorative  freedom  of  a  Blake  with  a  pagan  inspiration. 
His  most  ambitious  illustrations  are  undoubtedly  the  colour 
wood  engravings  for  Lucian's  Dialogues.  Of  the  thirty-two, 
twenty-four  are  hors-texte.  He  combines  an  emotive  and 
decorative  use  of  solid  colour  'a-plat' — pink,  yellow,  black — 
enlivened  with  interwoven  linear  rhythms  partly  black,  partly 
white,  witty,  full  of  exuberance  and  vitality  (No.  3).  His  gifted 
pupil,  the  Spanish  born  Balthazar  Lobo,  was,  like  Laurens,  of 
simple  working-class  background.  His  grandfather  was  a 
stone-breaker,  his  father  a  carpenter.  One  could  come  to  genetic 
conclusions.  Lobo  himself  earned  a  living  carving  wooden  saints 
for  religious  processions.  His  great  gift  is  his  ability  to  reduce 
natural  forms  to  their  essentials  while  retaining;  the  tautness  the 
eye  unconsciously  looks  for  whether  it  be  in  a  dove  or  a  feminine 
torso.  He  is  predominantly  a  carver,  only  occasionally  a  modeller, 
and  works  in  marble  for  preference.  One  is  not  surprised  there- 
fore, after  seeing  his  sculpture  at  the  Galerie  Villand  et  Galanis 
exhibition  of  1968,  to  find  its  close  relationship  with  the  wood 
engravings — on  the  plank  ('bois  de  fil') — which  he  executed  for 
poems  Dialogos  cou  la  piedra  (Editions  Galanis,  1961)  by  his 
compatriot,  Reyna  Rivas.  They  are  mostly  printed  in  a  single 
colour.  Occasionally  there  arc  two  separations  and  they  are 
conceived  as  flat  decoration,  telling  and  even  moving  shapes  as 
in  the  dramatic  synthesis  of  the  dying  bird,  printed  in  blue:  'No 
recuerdo  su  meurte.  Se  que,  con  el  ultimo  suspiro,  sus  plumas  .  .  . 
contruyeron  un  capitel  de  grises  en  el  aire  .  .  .'  Each  woodcut 
is  a  masterly  summary  of  the  poem  it  accompanies  on  the  same 
page,  as  in  the  arm  raised  (No.  10)  in  hope  of  the  illustration 
reproduced:  'Que  me  quitcn  la  piel  y  las  pupilas  .  .  .' 

Hajdu,  Rumanian  by  birth,  reacted  against  the  rhetorical 
style  of  Bourdelle  but  was  probably  influenced  by  his  master's 
bas-reliefs.  Like  Lobo,  and  in  fact  like  Moore,  he  enjoys  carving 
more  than  modelling.  For  a  period  he  worked  as  a  marble-mason. 
While  admiring  Rodin,  therefore,  his  orientation  was  different, 
and  he  was  eager  to  create  a  language  of  his  own,  inspired 
mostly  by  primitive  sources.  Like  his  fellow-countryman  and 
exact  contemporary,  Kemcny,  he  has  also  been  fascinated  by 
the  possibilities  of  worked  metal  surfaces,  cast  or  hammered, 
recent  evidences  of  which  I  noted  on  a  visit  to  his  studio  in  1968. 
His  interest  in  thin  carved  forms  and  cast,  polished  metal  led  him 
to  experiments  for  what  one  might  call  the  sculptured  book 
page.  First  he  executed  separate  prints  made  by  pressing  hard, 
cut-out  flat  shapes  into  stout  Auvergne  paper,  producing 
uninked  bas-reliefs  of  contrasted  surfaces,  ivory  smooth  where 
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Que  me  quiten  la  piel  y  las  pupilas. 
Que  se  lleven  mi  voz. 

Mas,  que  me  dejen  lo  que  aun  no  tiene  nombre 

lo  que  se  torna  verde  entre  la  hoja, 

azul  en  la  ventana. 

Es  la  unica  herencia  que  reclamo. 

No  es  voz,  no  es  ovulo  ni  llanto. 

Es  apenas  un  gesto  y  espera  el  bautismo 

para  lograr  su  nombre  y  su  victoria. 


io.  Balthazar  Lobo.  Original  wood  engrav  ing  from  Dialogos  con  la  piedra,  18 


II.  Hajdu.  'Estampille',  in  relief  and  printed 
uninked,  from  Regnes,  37  >   23  cm. 
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the  press  exerted  pressure,  the  paper's  normal  grainy  texture 
elsewhere.  In  the  instance  of  the  book  page  there  is  an  additional 
contrast  between  the  recto  and  verso  of  a  given  page  where  not 
only  is  a  reverse  pattern  produced  but  a  different  pressure 
contrast.  He  has  employed  this  medium  of  estampilles  to  illustrate 
two  books.  The  first,  Regnes,  is  a  poem  by  Pierre  Lecuire  who 
collaborated  actively  in  the  actual  printing  of  the  estampilles  and 
who  was  responsible  for  the  planning  of  the  mise-en-page.  It 
was  published  in  1961,  at  which  time  the  Victoria  and  Albert 
Museum  Library  acquired  a  copy.  It  is  interesting  to  compare 
this  and  its  basically  naturalistic  shapes  (evoking  the  human 
figure  or  plant  forms)  accompanied  by  an  enlarged  Garamond 
type-face  (No.  11),  with  Heraclite  (a  translation  from  Greek)  of 
1965,  in  which  the  shapes  are  squarish,  more  rigid-like  metal 
tools  laid  sidcwise  giving  the  whole  double-page  a  horizontal 
sense  which  is  underlined  by  the  weighty,  modern  type-face, 
Univers.  The  books,  both  very  fine,  are  complementary  insofar 
as  they  show  us  the  versatility  of  Hajdu  in  this  medium. 

Two  sculptors  with  whose  book-illustration  I  have  dealt  with 
more  fully  elsewhere  [The  Artist  and  the  Book  in  France,  Peter 
Owen  Ltd.,  1969)  cannot  be  omitted  here  since  their  respective 
forays  into  book-illustration  (in  the  French  autographic  con- 
ception) are  literally  unique.  Also,  both  arc  guest  artists.  The  two 
books  in  question,  Idea  c  Spazio,  with  colour  aquatints  by  Marino 
Marini  and  Proinetlwe,  with  colour  lithographs  by  Henry  Moore, 
though  the  text  of  the  former  is  in  Italian,  were  produced  in 
Paris.  The  letterpress  for  both  was  the  work  of  those  fine  printers 
Fcquet  et  Baudier.  The  aquatints  were  superbly  printed  by 
Crommclynck  and  the  lithographs,  supervised  by  the  artist 
with  the  collaboration  of  Henri  Deschamps,  were  printed  at 
Mourlot  Frcrcs.  Marini's  sister,  Egle,  composed  the  poems  on 
the  horse  theme,  a  theme  as  inexhaustible  for  this  sculptor  as 
the  reclining  figure  to  Moore.  Marini's  witty  and  imaginative 
transpositions  overstep — in  the  best  sense — the  particular  Italian 
peril  of  good  taste.  The  moods  of  individual  poems  are  variously 
evoked  by  the  anatomical  fragmentation  of  the  horse  suggesting 
stance  or  movement  (No.  12).  Colour  is  employ  1  to  emphasise 


12.  Marino  Marini.  Original  colour  aquatint  from  Idea  e  Spazio,  50  X 
38  cm. 
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13-  Henry  Moore.  Death  of  Pandora  from 
Promithee,  32  X  24  cm. 


the  design  of  these  twelve  distinguished  hors-texte,  the  etched 
lines  are  both  structural  and  decorative. 

It  is  fitting  that  an  article  starting  with  references  to  Rodin 
should  end  with  a  tribute,  however  brief,  to  Henry  Moore's 
contribution  to  the  French  livre  d'artiste.  The  Promethee,  published 
in  1950  in  a  limited  edition  of  one  hundred  and  eighty-three 
copies,  has  been  shown  on  certain  occasions,  including  exhibitions 
of  my  own  collection,  at  the  Scottish  National  Gallery  of  Modern 
Art  in  Edinburgh  in  1967  and  elsewhere,  and  contains  eight 
hors-texte  lithographs  as  well  as  original  initial  letters  and  tail- 
pieces by  the  sculptor.  The  typography  (by  Henri  Jonquieres) 
is  also  distinguished.  One  of  the  most  successful  hors-texte  is  that 
depicting  the  death  of  Pandora  (No.  13),  symbolising  the  coming 
of  death  as  Prometheus  and  Minerva  breathing  over  Pandora 
symbolises  the  creation  of  mankind.  We  sec  Pandora  falling 
limp  and  twisted  like  a  dying  bird.  The  tragic  emotion  of 


Prometheus  who  supports  her  is  conveyed  in  an  intentionally 
depersonalised  idiom  through  contrasts  of  taut  and  relaxed 
movement  and  the  grey-blue  tones  of  the  lithograph  and  pale 
sepia  background.  Moore  extracts  from  Goethe's  dramatic 
fragment — translated  by  Gide — the  essence  of  the  timeless  myth, 
expressed  in  the  'Prometheus  defiant'  and  the  challenging  pose 
and  structure  of  the  Prometheus  head.  Its  mystery  is  evoked  in 
the  primitivism  of  the  'statues  in  the  wood' — and  once  again  we 
are  in  the  world  of  fetish  objects  referred  to  at  the  beginning  of 
this  article. 

The  autlior  of  tliis  article,  wliose  book  'The  Artist  and  the  Book  in 
Trance'  was  selected  for  the  Fine  Arts  section  of  tfie  ig6g  Frankfurt 
Book  Fair,  has  been  awarded  the  Order  of  the  Chevalier  des  Arts  et  des 
Lettres  by  the  Frencfi  Government.  His  collection  of  'beaux  livres'  was 
recently  exhibited  at  the  University  of  East  Anglia. — Editor. 
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Thomas  Bowler  of  the  Cape  of 
Good  Hope :  artist 

FRANK  R.  BRADLOW 


THE  artists  who  painted  at  the  Cape  of  Good  Hope  in  the 
early  and  mid-nineteenth  century  were,  almost  without 
exception,  British  born ;  most  of  them  were  temporary  sojourners 
in  the  Colony.  Many  talented  artists,  like  Samuel  Daniell  in 
1801-3,  Sir  Charles  D'Oyly  in  183 1-2,  Sir  William  Cornwallis 
Harris  in  1835-7,  and  George  French  Angas  in  1846-7,  recorded 
in  paint  and  pencil,  the  Cape  scene,  the  almost  unknown  interior, 
the  animals  and  the  people,  and  then  went  their  several  ways, 
making  little  contribution  to  Cape  art. 

The  two  artists,  however,  who  made  the  most  significant 
contribution  to  art  at  the  Cape,  were  Thomas  William  Bowler 
and  John  Thomas  Baines,  both  of  whom  made  South  Africa 
their  home.  Baines,  who  was  born  in  King's  Lynn,  Norfolk,  in 
1820,  arrived  at  the  Cape  in  1842,  and,  except  for  interruptions, 
lived  in  South  Africa  until  his  death  in  May,  1875.  His  main 
oeuvre  was  in  oils,  and  he  was  more  prolific,  but  less  competent 
than  his  contemporary  Thomas  Bowler,  whose  main  oeiwre  was 
in  watercolours. 

Thomas  William  Bowler  was  born  in  Tring,  Hertfordshire 
on  the  9th  December,  1812.1  Little  is  known  about  his  childhood 
or  schooling  although,  according  to  his  obituary  in  the  Art 
Journal  of  April,  1870,  'he  exhibited  early  a  talent  for  art  which 
attracted  the  notice  of  Dr.  Lee  F.R.S.'  It  was  through  the 
influence  of  this  Dr.  John  Lee,  whose  family  were  the  lords  of  the 
manor  at  Hartwell,  that  Bowler,  then  an  unhappy  lawyer's 
clerk,  at  the  age  of  21  obtained  employment  as  a  servant-cum- 
valet  with  Mr.  (later  Sir)  Thomas  Maclear  who  was  on  his  way 
to  the  Cape  of  Good  Hope,  as  Astronomer  Royal. 

The  Maclear  party  arrived  in  Table  Bay  on  5th  January,  1834, 
and  took  up  residence  at  the  Royal  Observatory  near  Cape 
Town.  Bowler  soon  found  the  menial  work  not  to  his  liking, 
although  Maclear  wrote  to  Dr.  Lee  that,  he  'found  him  useful 
as  a  penman'.  His  quarrelsome  and  cantankerous  nature,  which 
later  became  a  feature  of  his  public  life,  resulted  in  a  continual 
conflict  with  Mrs.  Maclear,  and  led  to  his  dismissal  by  Maclear 
in  July,  1835.  Nevertheless  it  was  at  the  Observatory  that  he 
commenced  sketching,  and  his  earliest  crude  pencil  drawing  of 
that  building  is  still  extant  in  the  William  Fehr  Collection  in 
Cape  Town. 

Bowler's  dismissal  by  Maclear  was  to  prove  a  turning  point 
in  his  artistic  career,  because  after  he  left  the  Observatory  he 
obtained  a  position  as  tutor  to  the  children  of  Captain  Richard 
Wolfe,  who  was  commandant  of  the  prison  settlement  on 
Robben  Island.  This  small  island,  situated  in  Table  Bay  seven 
miles  from  Cape  Town,  is  a  mere  two  and  a  half  miles  long  by 


one  mile  wide,  and  the  people  who  live  on  it  cannot  but  be 
aware  of  the  continual,  and  all-pervading,  influence  of  the  sea. 
Bowler  lived  on  the  island  for  two  and  a  half  years  until  the  end 
of  1838,  when  he  left  for  the  mainland  to  marry. 

In  Cape  Town,  although  he  had  had  no  formal  art  training, 
he  set  up  in  his  chosen  profession  as  drawing  master  and  landscape 
painter,  finding  'the  latter  most  lucrative'.  By  April,  1841,  he 
was  able  to  write  to  Lee  that  'dozens  of  my  drawings  are  in 
India,  England  and  other  parts  of  the  world'. 

Constable  claimed  that  the  'scenes  of  my  boyhood  made  me 
a  painter',  and  no  doubt  this  is  true  also  of  BowTler,  whose 
boyhood  was  spent  in  the  lovely  Vale  of  Aylesbury.  But  it  is 
equally  true  of  Bowler  that  the  scenes  of  his  early  manhood  on 
Robben  Island  made  him  a  seascape  painter  by  giving  him  the 
knowledge  of  the  sea  that  comes  from  prolonged  and  thoughtful 
observation.  Unlike  a  seaman,  Bowler  studied  the  sea  'safe  and 
sheltered  and  at  ease'.2  Its  infinite  variety  in  all  its  moods — in 
the  robust  north-west  gales  and  in  the  blustering;  south-easters ; 
in  the  many  days  of  calm — had  ample  time  to  reveal  itself  to  his 
retentive  memory.  His  seascapes  show  an  exceptional  grasp  of 
the  constantly  changing  movements  of  the  sea  and  the  sky,  and 
a  delicate  and  subtle  sense  of  colour. 


1.  Wellington  Station,  Cape  of  Good  Hope,  4th  November,  1863.  Watercolour, 
1 0  J  i6,  inches,  Unsigned.  Owner:  Cape  Archives.  This  animated  picture 
showing  the  arrival  of  the  first  train  at  Wellington,  on  the  occasion  of  the 
opening  of  the  Cape  Town  and  Wellington  Railway,  was  one  of  two 
commissioned  by  the  Railway,  at  a  price  of  ^5.0.0  each.  This  picture 
was  reproduced  in  The  Illustrated  London  News  on  16th  January,  1864.  In 
March,  1859,  when  the  building  of  the  railway  was  commenced  Bowler 
painted  two  pictures  of  the  opening  ceremony,  performed  by  Sir  George 
Grey.  These  two  pictures  were  also  reproduced  in  The  Illustrated  London 
News.  Together  with  the  one  illustrated  here,  and  a  further  picture  of 
the  subject  painted  in  1864,  they  were  returned  to  South  Africa  in  1963, 
after  being  in  England  for  almost  one  hundred  years.  Photograph:  Terence 
McNally.  Cape  Archives. 

2.  Opening  of  the  Cape  Town  and  Wellington  Railway:  Arrival  of  the  first 
train  at  Wellington  Station.  Wood-engraving  which  appeared  in  The 
Illustrated  London  News,  16th  January,  1864.  It  is  interesting  to  see  how  the 
wood-engraver  has  'compressed'  and  altered  the  composition  to  make  the 
picture  more  'journalistic'.  Human  figures  in  the  centre  and  right  fore- 
ground have  been  eliminated  from  the  original  composition,  a  child 
added,  and  the  train  enlarged.  Cape  Archives. 
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3.  Tring,  Hertfordshire.  Watercolour,  9  13  inches,  signed  Bowler.  Owner:  Civil  Service  Club,  Cape  Town.  Bowler  was  born  in  Tring  on 9th  December, 
1812.  This  picture  was  painted  when  he  visited  England  in  1854  to  study  under  J.  D.  Harding.  Photograph:  Arthur  English. 


4.  Pamplemouses,  Mauritius,  1866.  Watercolour 
II  18  inches,  signed  T.  IV.  Bowler.  Owner: 
Mrs.  F.  G.  Thorp,  Cape  Town.  The  church  still 
stands.  The  store  was  called  'Paul  et  Virginie', 
after  the  famous  romance  by  Bernadin  de  St. 
Pierre  who  visited  the  island  in  1743  and  wrote 
the  novel  after  witnessing  the  wreck  of  the  Saint 
Gerain  in  1744  in  the  North  of  the  Island.  Paul 
and  Virginia  have  become  so  legendary  to 
Mauritians,  that  many  of  the  islanders  still  regard 
them  as  real  and  not  fictional  figures.  Photo- 
graph: Musgrave-Newton. 
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5.  Procession  and  Triumphal  Arch,  Adderley 
Street,  Cape  Town,  25th  July,  1S60.  Sepia  wash 
on  brown  paper,  I2|  X  I5j  inches,  unsigned. 
Owner:  City  of  Cape  Town.  At  the  request  of 
Sir  George  Grey,  Governor  of  the  Cape, 
Queen  Victoria  sent  her  younger  son  Prince 
Alfred,  later  the  Duke  of  Edinburgh,  to  inaug- 
urate the  building  of  the  breakwater  in  Table 
Bay.  He  visited  Cape  Town  on  24th  July,  where 
the  inhabitants,  as  Bowler  has  graphically 
portrayed,  gave  him  an  exultant  welcome. 
The  picture  was  painted  in  sepia  wash  because 
it  was  one  of  seven  pictures  produced  by 
Bowler  for  reproduction  as  photographs  in  a 
souvenir  book  entitled  The  Progress  of  His 
Royal  Highness  Prince  Alfred  Ernest  Albert 
through  the  Cape  Colony,  and  photography  at 
the  Cape  was  as  yet  not  sufficiently  advanced 
to  produce  colours.  The  finished  photographs 
were  pasted  in  each  copy  of  the  book. 
Photograph:  Survey  Department,  City  Hall, 
Cape  Town. 


6.  Table  Bay  from  Blouberg,  1862.  Watercolour,  11  x  18J  inches,  signed  T.  W.  Bowler.  Owner:  Dr.  A.  Brown,  Cape  Town.  A  well-composed 
picture  showing  one  of  Bowler's  favourite  motifs:  Malay  fishermen  with  their  'toering'  (conical)  straw  hats,  and  Table  Mountain  in  the  background. 
Bowler  delighted  in  this  view  and  wrote  that,  'in  no  part  of  the  world  can  the  artist  meet  with  finer  scenery  than  that  on  our  coast'.  Cape  Archives. 
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7.  Malay  man  and  woman  washing.  Watercolour  on  brown  paper,  2  inches,  signed  Uncle  Tom  fecit.  Owner:  F.  R.  Bradlow,  Cape  Town.  A 

charming  small  picture  painted  on  to  the  page  of  an  album  belonging  to  Bowler's  niece.  Bowler  advertised  'Effects  and  Figures  introduced  into 
private  Sketches',  and  many  pictures  by  inferior  artists  show  his  figures.  He  particularly  delighted  in  the  Cape  Malays  with  their  'toering'  straw- 
hats.  F.  R.  Bradlow. 


8.  Cape  Town,  on  the  beach  near  the  Military 
Hospital.  Lithograph  in  two  tints  by  Day  and 
Haghe,  in  1844.  The  lithographic  artist  wrho 
copied  Bowler's  original  watercolour  on  the 
stone  was  Thomas  Picken.  This  print  was  one 
of  four  published  in  1844  in  a  printed  wrapper 
without  text,  entitled  Four  Views  of  Cape  Town, 
Cape  of  Good  Hope.  Of  the  sixty-four  litho- 
graphs after  Bowler's  watercolours,  fifty-four 
were  published  in  five  different  albums  in- 
cluding this  set,  and  the  remainder  as  separate 
prints.  South  African  Sketches,  an  album  of 
ten  views  was  published  in  1854,  The  African 
Sketch  Book  with  eight  views  in  1855,  and  The 
Kafir  Wars  and  British  Settlers  in  South  Africa 
with  twenty  prints  in  1865.  These  three  albums 
were  printed  by  Day  and  Sons.  Another 
album,  The  Pictorial  Album  of  Cape  Town  with 
views  of  Simon's  Town,  Port  Elizabeth  and 
Graham's  Town,  with  twelve  pictures  was 
printed  by  M.  and  N.  Hanhart  in  1866.  The 
prints  lack  the  delicacy  of  those  printed  by 
Day  and  Sons.  Cape  Archives. 
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Bowler,  'like  most  of  the  landscape  men,  alternated  regularly 
between  inland  views  and  coast  scenes',3  but  his  seascapes  had 
more  sincerity  and  strength  of  purpose.  He  had  all  the  qualities 
that  are  essential  to  marine  painters.  He  had  made  a  study  of  the 
sea  and  sky  in  all  weathers;  he  knew  how  to  'people'  these 
elements  with  vessels,  objects  and  birds;  he  understood  the 
freshness  of  light  and  the  beauty  of  water.  Though  he  never 
attained  the  exquisite  heights  of  understanding  which  Turner 
reached  in  estimating  at  'its  full  value  the  poetry  of  the  sea  .  .  . 
its  immensity  and  tragic  strength  ...  its  smiling  serenity  and 
calm',  he  nevertheless  understood  the  'drama  of  the  sea  in  all  its 
varieties  of  action'.3 

His  first  lithographic  print  after  one  of  his  works  was  never- 
theless not  a  pure  seascape  but  a  piece  of  reportage.  Published  in 
1843,  it  was  A  View  of  H.M.S.  Southampton  covering  the  Landing 
oj  the  25th  and  27th  Regiments  at  Port  Natal.  The  print  was  litho- 
graphed by  Day  and  Haghe,  the  finest  lithographic  printers  in 
England. 

Bowler  was  primarily  a  watercolourist,  and  in  the  catalogue 
of  six-hundred  and  ninety  extant  original  works  compiled  by 
the  writer,  only  ten  oils  are  included.  As  a  self-taught  water- 
colourist he  followed  in  the  direct  English  tradition  created  by 


artists  like  Paul  Sandby,  Cotman,  Girtin  and  Turner.  There  is 
no  doubt  that  he  was  strongly  influenced  by  Turner's  early 
works — those  Turner  painted  before  he  'transformed  the  pic- 
turesque'— and  some  of  his  works  bear  a  striking  resemblance 
to  Turner's  earlier,  'tight  topographical'  studies.  In  an  article  in 
the  Cape  Monthly  Magazine  of  May,  1857,  Bowler  showed  his 
undoubted  admiration  for  Turner,  when  he  described  him  as 
'the  greatest  painter  of  any  age  or  country'. 

Cut  off  from  the  mainstreams  of  British  art  at  the  far-away 
Cape,  Bowler  had  little  opportunity  to  derive  the  benefits  of 
direct  contact  with  the  great  English  watercolourists  of  the  time, 
especially  as,  until  1854,  he  was  self-taught.  In  that  year,  however, 
he  returned  to  England  on  a  visit,  and  studied  under  James 
Dufhcld  Harding.  In  a  letter  written  on  his  return  to  the  Cape  in 
1855,  he  says  that,  he  'visited  most  of  the  establishments  of  note- 
public  as  well  as  private,  where  art  is  taught'.  As  a  result  of  this 
tuition  and  study,  and  because  of  his  inherent  ability,  Bowler  was 
able  to  advance  from  many  of  the  set  conventions  of  the 
'picturesque'  school.  In  many  of  his  pictures,  there  is  therefore  a 
refreshing  freedom  within  the  prescribed  formulas. 

As  a  result  of  this  visit  he  wrote,  and  published  in  1857,  the 
first  book  on  art-tuition  ever  to  be  published  in  South  Africa. 


9.  Table  Bay,  17th  May,  1863.  Watercolour,  1 1 J  19;  inches,  signed  T.  W .  Bowler.  Owner:  C.  E.  Solomon,  U.S.A.  Table  Bay  is  subject  to 
great  North-west  gales  and  the  one  of  17th  May,  1865,  was  particularly  severe.  Bowler's  genius  for  seascapes  was  shown  in  such  pictures.  In  this 
stark  portrayal  of  a  gale  there  is  complete  synthesis  of  the  surging  movements  of  a  rough  sea,  a  sombre  sky  showing  patches  of  light,  and  the  chief 
protagonists  in  the  drama,  the  ships  and  the  men.  Cape  Archives. 
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10.  Table  Bay  from  the  Breakwater,  1866.  Watercolour,  9  26  inches,  signed  T.  W.  Bowler.  Owner:  Mrs.  R.  Cunliffe,  Bury  St.  Edmunds, 
Suffolk.  A  serene  picture  of  Table  Bay  showing  the  Breakwater  inaugurated  by  Prince  Alfred  in  i860.  It  reflects  the  sincere  love  Bowler  felt 
for  the  Cape  scene  when  he  wrote:  'the  mellow  amber  tints  of  the  morning,  the  rich  golden  and  yellow  hues  of  the  evening,  blending  as  they  do  with 
pure  azure  overhead,  produce  these  extraordinary  skies  to  which  those  who  inhabit  Northern  latitudes  are  strangers;  the  clear  atmosphere 
throughout  the  day,  more  especially  in  the  winter  is  so  pure  and  serene,  that  the  eye  is  absorbed  as  it  were  in  the  azure  of  the  extreme  distance'. 
Photograph:  A.  Simkinson. 

11.  Old  Wynberg  Church.  Pencil,  with  Chinese  white  on  brown  paper,  6  10  inches,  signed  T.  W.  Bowler.  Owner:  Mrs.  S.  E.  Viljoen,  Robertson, 
South  Africa.  Bowler  frequently  used  this  technique  of  pencil  with  the  highlights  in  Chinese  white,  especially  for  his  preliminary  sketches.  Frequently  he 
used  Ackermann  paper,  a  tinted  paper  with  the  foreground  in  buff,  shading  gradually  into  a  white  green  middle  distance  and  finally  into  a 
delicate  blue  far  distance.  When  drawn  on  with  pencil  and  highlighted  with  Chinese  white,  this  gave  the  appearance  of  colour.  Photograph: 
Mrs.  Viljoen. 
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12.  Toll,  Sir  Lowry's  Pass,  Cape  of  Good  Hope, 
1852.  Watercolour,  \o\  X  15]  inches,  unsigned. 
Owner:  Mrs.  F.  D.  Brooks,  Cape  Town.  The 
mountains  in  the  middle  distance  are  in  a  light 
wash,  showing  less  detail  than  in  his  later 
pictures.  Next  to  the  wagon  is  an  unfinished 
pencil  sketch  of  a  man  standing,  showing  how 
Bowler  sketched  in  pencil  before  applying 
the  wash.  The  toll  was  extracted  to  maintain 
the  pass  which  was  the  main  entrance  to  the 
interior  of  the  country.  Photograph:  Musgrave- 
Newton. 


This  was  The  Students  Hand-book  Intended  jor  those  Studying  Art, 
on  the  System  of  J.  D.  Harding. 

Bowler  was  also  important  as  a  pictorial  historian.  He  recorded 
with  clarity  and  artistic  skill,  many  of  the  events  occurring  in 
the  developing  colony,  handling  his  crowd  scenes  particularly 
well.  Like  most  nineteenth-century  artists,  he  also  travelled 
extensively,  visiting  the  Eastern  and  Western  Cape  and  Natal. 
In  the  fashion  of  his  day  he  published  at  different  times  no  less 
than  sixty-four  lithographic  prints  after  the  watercolour  sketches 
he  created  during  these  travels.  These  lithographic  prints,  now 
known  as  the  'Bowler  prints',  are  the  works  by  which  Bowler  is 


perhaps  best-known  to  the  indiscriminate  public,  and  have 
become  sought-after  collectors'  items.  Many  of  his  sketches,  too, 
were  reproduced  as  wood-engravings  in  The  Illustrated  London 
News. 

In  1866  he  visited  Mauritius,  where  he  painted  extensively, 
hoping  to  publish  an  album  of  lithographic  prints  after  the 
paintings.  Unable,  however,  to  obtain  sufficient  subscribers  he 
visited  the  island  for  a  second  time  in  1868  to  obtain  further 
subscribers  and  make  additional  pictures.  He  left  Mauritius, 
en  route  to  England,  in  1868  to  arrange  publication  of  these 
prints;  although  he  dallied  for  some  days  in  Egypt  to  do  some 


13.  Camps  Bay,  1848.  Watercolour,  9  13^ 
inches,  signed  Bowler.  Owner:  Department  of 
Education,  Cape  Town.  The  view  shows  the 
mountains  known  as  the  Twelve  Apostles.  The 
cormorants  on  the  right  are  characteristic  of 
Bowler's  early  works.  It  was  this  type  of  scene 
Howler  had  in  mind  when  he  wrote:  'in  no 
part  of  the  world  can  the  artist  meet  with 
finer  scenery  than  that  on  our  coast  from 
Camps  Bay  to  Cape  Point'.  Photograph: 
Musgrave-Newton. 
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Mr.  T.  W.  Bowler, 

Instruction  in  Drawing,  Perspective,  and  Composition, 

Sketching  from  Nature, 

IN  OIL  AND  WATER  COLORS. 


SCHOOLS  AND  FAMILIES  ATTENDED. 


N.B. — Effects  and  Figures  Introduced  into  private 
Sketches,  or  Drawings  made  from  them  for 

Publication. 

23,  Burg-street 


14.  Bowler's  advertisement  from  the  Cape  of  Good  Hope  Almanack  for  1847.  Cape  Archives. 


painting,  until  he  found  that,  to  use  his  own  words,  'David 
Roberts  had  all  but  exhausted  Egypt  of  its  art  glories'. 

Weakened  by  malaria  he  had  contracted  in  Mauritius  he  died 
in  the  Middlesex  Hospital,  London,  on  24th  October,  1869. 
On  his  death  his  estate  in  Cape  Town  was  found  to  be  insolvent. 

Bowler  founded  no  South  African  school  of  art,  although  he 
left  some  talented  pupils.  The  most  notable  of  these  were  Abram 
de  Smidt  and  T.  Krynauw.  Yet  although  he  did  not  found  a 
typical  South  African  school  he  made  great  contributions  to 
art  in  a  Colony  where  it  was  very  much  of  a  luxury.  In  1853  he 
introduced  the  Art-Union  of  London  to  the  Cape,  becoming  its 
first  local  secretary.  Later,  in  i860,  he  was  the  moving  spirit 
behind  the  introduction  of  a  bill  in  the  Cape  Parliament  legalising 
art-unions.  He  was  also  a  leading  figure  in  the  promotion  of  the 
hrst  Fine  Arts  Exhibition  in  Cape  Town  in  1851.  Besides  teaching 
art  privately,  he  also  taught  for  several  years  at  the  two  most 
prominent  schools:  the  South  African  College  School  and  the 
Diocesan  College. 

Many  of  his  extant  original  works  belong  to  private  collectors, 
but  the  two  most  representative  collections  are  in  the  Africana 
Museum,  Johannesburg,  and  the  William  Fehr  Art  Collections, 


Cape  Town.  A  study  of  these  various  original  works  shows  a 
marked  variation  in  technical  skill,  artistic  merit  and  even  com- 
position. Struggling  as  he  did  to  earn  a  living,  he  inevitably 
turned  out  many  'pot-boilers'.  His  clients,  were  often  people  who 
were  returning  home  after  a  spell  at  the  Cape,  and  it  is 
certain  that  many  of  his  paintings  still  lie  unknown  in  homes  in 
the  United  Kingdom.  These  purchasers  often  showed  little 
artistic  discernment,  to  which  Bowler  would  have  had  to  defer, 
and  purchased  his  pictures  merely  as  souvenirs  of  their  stay. 
Nevertheless,  he  did  attain  a  high  degree  of  competence.  Like 
Whistler,  he  never  allowed  his  cantankerous  disposition  to  show 
in  his  work.  At  his  best,  he  was  very  good,  his  work  showing 
artistic  integrity,  skill  and  sincere  sensitivity  to  the  beauty  he  saw 
around  him. 


NOTES 

1  The  Dictionary  of  National  Biography  states,  incorrectly,  that  he  was  born  in 
the  Vale  of  Aylesbury.  See  also  Frank  R.  Bradlow,  'Thomas  Bowler,  His  Life 
and  Works'. 

2  Thomas  Hood. 

3  Baldry,  A.  L.  British  Marine  Painting.  Special  number  of  Studio  (1910). 
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The  Rockingham  Pottery, 
1745-1842,  a  preliminary 
excavation 


BY  ANGELA  COX  and  TERENCE  LOCKETT 


rTnHE  waste  tips  on  the  site  of  the  Rockingham  pottery  in 
-L  Swinton,  Yorkshire,  have  long  been  a  source  of  interest  to 
collectors  and  others  who  have  picked  up  the  shards  which  lie 
loosely  on  the  surface.  Such  pieces,  gathered  haphazardly,  may 
be  interesting  in  themselves,  but  they  do  not  yield  reliable 
information  about  Rockingham's  products  as  the  site  has  been 
disturbed  by  digging  during  the  second  world  war,  and  an  area 
has  been  levelled  for  a  football  pitch.  Moreover,  for  twenty 
years  subsequent  to  1842,  wares  bought  'in  the  white'  from 
elsewhere  were  decorated  at  Swinton,  and  an  earthenware 
manufacturer  (P.  Hobson  &  Son)  also  occupied  the  site  for  a 
short  time.  Thus  there  is  ample  scope  for  confusion  and  incorrect 
attribution  of  isolated  shards.  The  problem  can  only  be  overcome 
by  scientific  archaeological  excavation,  in  order  to  go  beneath 
the  disturbed  surface  layers  to  find  shards  in  a  stratified  context, 
untouched  since  they  were  first  tipped.  This  has  now  been  done. 
Permission  was  given  by  the  owners  of  the  land,  Swinton  Urban 
District  Council,  and  the  work  was  carried  out  in  September, 
1967,  by  Sheffield  City  Museum,  with  the  valuable  assistance  of 
local  volunteers,  and  in  collaboration  with  the  Rockingham 
Institute  of  Further  Education,  Wath-on-Dearne. 

After  examination  of  early  plans  of  the  site  (No.  1),  trenches 
were  put  into  a  low  mound,  just  outside  the  line  of  the  old 
pottery  wall.  The  top  layers,  At  and  A2  (to  a  depth  of  about  18 
inches)  could  be  disregarded  since,  though  they  contained 
Rockingham  types,  they  were  mixed  with  soil  and  building 
rubble,  and  the  presence  of  coins  of  the  1920's  confirmed  that 
disturbance  had  taken  place,  and  that  this  material  had  probably 
been  dumped  from  elsewhere  on  the  site  since  1920.  Beneath 
this  (No.  2)  was  a  layer  (A3)  of  building  rubble,  bricks,  tiles,  red 


1.  The  Rockingham  Pottery  buildings  as  they 
appeared  in  c.  1849  several  years  after  the 
Bramelds  ceased  to  manufacture.  The  plan  is 
drawn  from  an  early  Ordnance  Survey  and  has 
been  superimposed  on  to  a  modern  map.  Nearly 
all  the  buildings  have  now  disappeared  and  the 
area  is  open  land,  though  the  two  ponds,  two 
cottages  and  one  kiln  remain.  The  excavation 
site  is  just  to  the  south  of  the  former  boundary 
wail.  Thanks  are  due  to  Swinton  U.D.C.  and 
Mr.  T.  S.  Sands  for  their  assistance  with  the 
map. 


2.  Vertical  section  of  the  excavation  trench 
showing  the  layers  referred  to  in  the  text. 
Thanks  are  due  to  Mr.  C.  C.  Salter  for  the  plan. 
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3.  Underglaze  blue  print,  'Bo-Peep'  on  a  child's 
earthenware  bowl. 


cinders  and  broken  saggars,  probably  from  the  demolition  of  the 
old  kilns  in  the  1860's.  The  subsequent  layer  (A4),  beneath  a 
covering  of  black  cinder,  revealed  a  mass  of  closely-packed  kiln 
wasters,  between  12  and  18  inches  deep,  mixed  only  with  ash 
and  cinder — just  as  they  had  come  from  the  kiln  and  obviously 
undisturbed  since  then.  It  was  from  this  layer,  protected  by  the 
mound  formed  by  later  tipping,  that  the  majority  of  finds  came. 

These  wasters  lay  loosely  on  a  very  hard-packed  surface  of 
earth,  so  solid  that  one  could  brush  it  clean.  The  shards  from 
layer  A4,  which  lay  in  contact  with  this  hard  layer  A5,  bore 
traces  of  grass  and  root  patterns  on  their  undersides,  suggesting 
that  these  were  tipped  on  to  ground  which  had  been  trodden 
hard  over  the  years  and  was  covered  with  grass.  This  meant 
that  any  shards  from  the  hard  layer  would  be  some  years  earlier 


in  date  than  those  from  A4.  In  fact  the  pottery  found  here  was 
quite  different  in  character  from  the  pieces  in  the  layers  referred 
to  above.  Beneath  this  the  band  of  yellow  clay,  which  occurs 
naturally  in  the  area,  showed  signs  of  disturbance,  possibly  some 
having  been  removed  for  use  as  a  raw  material  in  the  early  days 
of  the  Pottery.  The  bedrock  sandstone  was  reached  at  a  depth 
of  about  4  feet. 

Turning  to  the  nature  of  the  finds  and  their  importance,  it  is 
clear  that  the  sealed  layer  (A4)  contained  wares  produced  about 
1832-35.  There  were  very  few  of  the  characteristic  porcelain 
forms  of  the  'red  grilfin'  period  (1826-30) ;  no  sign  of  figures  (nor 
of  cottages  and  poodles!)  and  fragments  of  ornamental  porcelain 
wares  were  also  scarce.  The  preponderance  was  of  shards  ot 
useful  wares,  with  earthenware  at  least  as  prominent  as  porcelain. 


4.  Underglaze  blue  print,  'boy  fishing'  on  a  fragment  of  an  earthenware  soap  dish  lid. 


5.  Left  and  right.  White  'dairy-type'  earthenware  candle-snuffer  and  feeding-boat  (?).  Centre.  Biscuit  earthenware  handle-less  tea  bowl. 


In  earthenware  several  new  transfer-printed  patterns  were 
discovered,  two  of  which,  the  charming  Bo-Peep  (No.  3)  and 
the  Boy  Fishing  (No.  4)  are  depicted.  A  considerable  quantity  of 
earthenware  teaware  wasters  was  found.  Prior  to  this  excavation 
only  a  handful  of  such  pieces  were  known  to  exist,  but  a  whole 
new  field  of  speculation,  and  ultimately  one  hopes  of  attribution, 
is  opened  up  by  the  tea  bowl  (No.  5).  Similar  shaped  slop  or 


sugar  basins  and  handled  tea  cups  were  also  unearthed.  A 
considerable  number  of  straight-sided  mugs  or  tankards  were 
likewise  revealed.  The  clear  inference  from  this  evidence  is  that 
these  wares  were  issued  unmarked  and  have  thus  escaped 
identification  heretofore1. 

Black  basalt  fragments  were  similarly  fairly  numerous,  both 
in  the  moulded  forms  depicted  in  No.  6  and  with  engine-turned 
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7.  Teaware  handle  shapes  (earthenware  and  porcelain).  At  top  left  is  a  distorted  biscuit  waster  of  the  single  spur  variety  and  at  extreme  right 
bottom  row  is  an  earthenware  handle  of  a  form  not  previously  associated  with  Rockingham  ware. 


designs.  Here  again  production  is  well-documented.  But  as  far 
as  we  are  aware  only  one  specimen  has  ever  been  authenticated2. 
Clearly,  the  factory  mark  was  rarely  used. 

Quantities  of  a  plain  white  'dairy-type'  of  ware  came  to  light. 
These  were  mostly  flatwares,  but  two  unusual  pieces  were  the 
candle-snuffer  and  feeding-boat  seen  in  No.  5.  Cane-coloured 


kitchen  ware  was  also  plentiful,  mainly  in  the  form  of  beakers, 
basins  and  bowls,  glazed  within  and  without,  several  fragments 
of  which  bore  a  previously  unrecorded  mark  (No.  11). 

Porcelain  wasters  from  this  layer  were  less  surprising  and 
unusual.  A  number  of  printed  patterns  unknown  to  us  appeared, 
but  by  far  the  most  exciting  discovery  was  of  a  substantial 


8.  Finials.  The  top  two  are  earthenware  the 
remaining  six  are  all  of  glazed  porcelain. 
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9.  Teapot  spout,  inkpot  or  small  measure  1  printed  with  Llandeg's  blackberry  pattern)  and  an  egg  cup.  all  in  porcelain. 


10.  Selection  of  cream-coloured  earthenware  fragments  of  "Leeds-type7  recovered  from  the  lowest  la>er  of  the  dig. 
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II.  Two  unrecorded  marks:  Fireproof  /  Brameld  j  Deep  Mine  j  Improved  impressed  in  cane-coloured  glazed  kitchen  ware,  and  (Ch)ina  Sketches  ( ?) 
on  an  underglaze  blue  printed  earthenware  fragment. 


number  of  biscuit  wasters  of  tea  cup  handles  in  the  single-spur 
form  (No.  7).  For  some  time  there  has  been  controversy  concern- 
ing the  authenticity  of  this  shape.  It  has  been  alleged  that  wares 
in  this  form  were  made  elsewhere  and  had  been  bought  in  the 
biscuit  but  decorated  and  marked  at  Swinton.  The  presence  of 
distorted  biscuit-kiln  wasters  finally  ends  this  controversy.  The 
single-spur  shape,  though  often  associated  with  an  inferior  paste, 
is  undoubtedly  a  Rockingham  product  in  its  entirety. 

A  selection  of  rather  unusual  hnials,  mainly  from  teawares,  is 
depicted  in  No.  8.  Similarly  No.  9  shows  a  tea  pot  spout  in  a 
form  similar  to  (and  often  confused  with)  those  of  Spode, 
Davenport  and  Copcland  &:  Garrett.  It  is  not  possible  here  to 
describe  or  depict  anything  but  a  handful  of  the  more  unusual 
wares  which  were  found3.  In  some  respects  the  most  exciting 
discoveries  await  the  spade  on  another  occasion.  What  lies 
buried  somewhere  on  this  large  and  complicated  site  was 
adumbrated  by  discoveries  in  the  lowest  layer  at  A5. 

In  addition  to  the  fragments  of  cream-coloured  earthenware 
of  Leeds  type  (the  Pottery  was  closely  linked  with  Leeds  from 
1785  to  1806)  shown  in  No.  10,  there  were  minute  pieces  of 
underglaze  blue  painted  wares,  again  of  Leeds  type  and  some 
fragments  of  tortoiseshell  and  two  or  three  pieces  of  sgramato 
slipware. 

Whilst  this  excavation  has  added  much  to  our  knowledge  of 
the  earthenware  and  porcelain  forms  of  the  Brameld  period 
(1 806-1 841),  future  work  could  profitably  be  concentrated  upon 
the  wares  of  the  eighteenth  century.  This  early  period  has  long 


been  overshadowed  by  the  greater  attraction  of  the  neo-rococo 
porcelain.  The  creamware  and  painted  ware  of  the  Leeds  period 
(1 785-1 806)  is  still  unidentified.  The  tortoiseshell,  salt-glazed 
stoneware  and  slipware  of  the  earliest  years  of  the  Pottery's 
existence  (1745-1786)  also  go  unrecognised.  It  will  not  be  an 
easy  task.  One  might  dig  for  many  seasons  without  locating  a 
suitable  area,  but  the  documentary  record  has  pointed  the  way 
and  the  spade  may  yet  unearth  the  shards  which  will  provide 
correct  attributions  for  these  most  interesting  but  unmarked 
early  wares. 

The  truth  of  the  first  part  of  this  last  sentence  has  been  amply 
demonstrated  during  a  second  excavation  undertaken  in  July, 
1968.  Bad  weather  severely  curtailed  activity,  but  two  main 
trenches  were  opened,  both  of  which  reached  a  sandstone  base 
without  a  layer  of  undisturbed  wasters  having  been  found.  A 
further  four  trial  trenches  'hit'  unrecorded  buildings  or  natural 
clay.  The  task  of  locating  the  eighteenth-century  wasters  will 
clearly  call  for  perseverance  and  a  considerable  slice  of  good 
fortune,  as  well  as  the  further  application  of  scientific  archae- 
ological techniques. 

NOTES 

1  The  documentary  evidence  for  quantity  production  is  given  in  A.  A.  Eaglestone 
and  1 .  A.  Lockett,  The  Rockingham  Pottery  (1964,  reprinted  1968)  in  the  Appendix 

and  elsewhere. 

2  M.  H.  Grant,  The  Makers  of  Black  Basaltes  (1910),  illustrates  a  marked  piece. 

3  The  finds  are  now  housed  on  loan  in  the  Sheffield  City  Museum,  Weston  Park, 
Sheffield. 
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The  treasure  of  the  conventual 
church  of  St.  John  at  Malta 
Part  2  :  plate  used  at  services 

CHARLES  OMAN 


I.  Left  to  right,  top.  Two  late  fifteenth-century  crosses,  the  third  example, 
at  right,  eighteenth-century.  Centre,  left  to  right.  A  ring,  c.  1700;  a  box 
for  hosts,  1741-53;  a  ring  of  1755.  Bottom,  left  to  right.  The  morse  of 
Grand  Master  Carretto  (1503-13);  a  late  fifteenth-century  ring;  the  morse 
of  Grand  Master  de  Pins  (1354-65). 

THE  1756  inventory  makes  it  clear  that  St.  John's  then  had 
every  type  of  plate  which  a  rich  church  might  be  expected 
to  possess.1  It  is  only  when  we  search  for  types  of  object  which 
had  already  become  obsolete  that  we  realise  that  a  certain  amount 
of  scrapping  must  have  taken  place.  When  dealing  with  the  relics 
it  was  pointed  out  that  when  the  Knights  were  driven  out  of 
Acre  in  1291,  and  Rhodes  in  1522,  they  were  able  to  save  some 
at  least  of  their  treasures.2  Whilst  at  least  two  of  the  reliquaries 
appear  to  date  from  the  Palestinian  period,  I  have  failed  to  note 
any  church  plate  still  in  use  in  1756.  Of  the  pieces  dating  from 
Rhodes,  the  earliest  recognisable  item  is  a  silver-gilt  morse 
(No.  1,  bottom  right)  bearing  the  arms  of  Grand  Master  Roger 
de  Pins  (1354-65),  set  with  rubies,  garnets  and  pearls.  It  is 

2  and  3.  Processional  Cross,  silver,  parcel-gilt,  with  the  arms  of  Grand 
Master  de  Naillac  (1382-1421).  Venetian,  about  1400.  Co-Cathedral,  Mdina. 
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4  and  5.  Processional  Cross.  Gold  with  filigree  and  gems,  Venetian, 
fifteenth  century. 


difficult  to  identify  the  subject  represented  by  the  two  haloed 
figures.  A  popular  subject  with  the  Order  was  to  depict  the 
Grand  Master  kneeling  before  St.  John  Baptist.  In  this  instance 
has  the  eighteenth-century  artist  given  the  former  a  halo  by 
mistake?  Since  the  Grand  Master  belonged  to  the  'tongue'  of 
Languedoc  it  seems  fair  to  attribute  the  piece  to  Montpellier 
where  the  goldsmiths  were  then  in  high  repute.  The  second 
morse  (No.  i,  bottom  left)  was  of  gold  set  with  a  large  topaz 
surrounded  by  rubies,  garnets,  a  jacinth  and  pearls  and  was  the 
gift  of  Grand  Master  Fabrizio  Carretto  (1503-13).  The  latter  lias 
already  been  noted  as  the  donor  of  three  reliquaries.  It  was 
entirely  gothic  in  style  unlike  the  base  which  he  provided  for  the 
reliquary  of  the  finger  of  St.  Mary  Magdalene,  which  was  early 
Renaissance.  The  two  larger  pectoral  crosses  (No.  1,  top  left  and 
top  centre)  and  the  bottom  ring  (No.  1,  bottom  centre)  shown 
in  the  same  illustration,  also  appear  to  have  been  late  medieval 
but  nothing;  is  recorded  of  their  origin. 


6.  Altar  Cross.  Silver-gilt,  German  or  German- Venetian,  about  1500  (the 
foot  of  mother-of-pearl,  seventeenth  century  (?)). 
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7,  8  and  9.  Precious  mitre,  with  arms  of  Grand  Master  Carretto  (1513-21) 
on  back  and  of  Grand  Master  de  Vallette  (1557-68)  on  front,  and  its  insulae 
or  tails. 


One  of  the  five  processional  crosses  (Nos.  2  &:  3)  is  listed  as 
'a  cross  with  its  Christ  and  divers  figures  on  cither  side,  parcel- 
gilt,  with  arms  of  two  lions  on  a  field  of  sable  and  three  nails,  and  its 
staff  is  of  silver'.3  The  staf1*  and  the  enamel  have  disappeared  but 
the  cross  is  in  use  in  the  Co-Cathedral  at  Mdina.  On  both  sides 
there  is  a  shield  enclosing  three  smaller  shields  charged  with  the 
arms  of:  (i)  The  Order;  (2)  Grand  Master  Philibert  de  Naillac 
(1382-1421);  (3)  Pierre  de  Clouet,  commander  and  engineer.4 
There  can  be  no  doubt  that  it  came  from  Venice  since  it  resembles 
closely  examples  at  Capodistria  and  Valle,  in  Istria.  There  were 
also  two  gold  processional  crosses;  one  with  a  coat-of-arms  'with 
white  bars  and  gold  fleurs-de  lis,'  which  I  am  no  more  able  to 
identify  than  was  the  maker  of  the  inventory.  The  other  (Nos. 
4&  5)  was  a  'cross  with  its  knop  of  gold  filigree  with  a  Christ 
of  cast  gold,  set  with  divers  precious  stones  and  pearls'.  This 
would  appear  to  have  been  a  rather  gaudy  and  tasteless  example 
of  fifteenth-century  Venetian  work;  although  the  compiler  of 
the  inventory  put  a  high  price  upon  it.  The  precious  stones 
(which  included  cameos),  he  put  at  6,615  scudi  but  made  no 
mention  of  the  lozenge-shaped  ornaments  on  the  back.  The 
latter  would  seem  to  have  been  decorated  either  with  enamel  or 
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niello.  Of  the  fifteen  .altar  crosses,  only  two  were  of  any  import- 
ance and  both  had  probably  been  at  Rhodes.  One  was  of  rock 
crystal  (a  Venetian  speciality)  mounted  with  gold  and  enamels, 
but  although  it  was  set  with  diamonds  it  was  not  accorded  an 
illustration.  The  other  (No.  6)  was  'a  cross  with  Christ,  the 
Madonna  and  St.  John  of  silver-gilt  with  a  foot  of  mother-o'- 
pcarl  with  some  rubies  and  sapphires'.  The  base,  round  which  a 
serpent  is  coiled,  docs  not  appear  original  but  the  cross  belongs 
to  a  northern  type  of  about  1500,  though  it  could  have  been 
made  by  one  of  the  numerous  German  goldsmiths  working  in 
Venice. 

It  may  have  been  noted  that  the  last  grand  masters  in  Rhodes 
do  not  appear  to  have  limited  their  orders  for  goldsmith's  work 
in  order  to  husband  their  resources  against  the  day  when  the 
Turks  would  again  return  to  the  attack.  Four  pilgrim-staffs5  are 
listed  as  bearing  the  arms  of  Grand  Master  Emery  d'Amboise 


(1503-13).  Similarly  Grand  Master  Fabrizio  Carretto  (15 13-21), 
who  has  already  been  mentioned  as  a  benefactor,  is  credited  with 
owning  'six  round  candlesticks  of  polished  silver,  two  with  the 
arms  of  the  Most  Eminent  Carretto,  two  with  the  arms  of  the 
Order  and  two  with  the  arms  of  a  wolf. 6  He  was  also  said  to 
have  possessed  a  'precious  mitre  (Nos.  7,  8  &  9)  adorned  with 
strips  of  gold,  precious  stones  and  pearls  with  the  arms  of 
the  Most  Eminent  Carretto  and  Vallette',  of  which  both  a  front 
and  back  view  is  here  shown  as  well  as  one  of  the  insulae 
(tails  at  the  back).  The  fact  that  the  arms  of  Grand  Master  Jean 
de  Vallette  (1557-68)  appear  on  the  front  indicate  that  some 
restoration  must  have  become  necessary  after  it  had  been  in  use 
for  fifty  years.  Despite  this,  the  illustrations  show  that  in  1756  it 
was  substantially  as  Carretto  knew  it. 

After  the  fall  of  Rhodes  the  authorities  found  themselves  in  a 
situation  since  unless  they  could  find  a  new  raison  d'etre  the 


10.  Chalice.  Silver-gilt,  with  the  arms  of  Grand  Master  Villiers  de  l'lsle 
Adam  (1521-34)  and  Paris  mark  for  1530-31.  Parish  church,  Rahbat. 


II.  Monstrance.  Silver  and  gold  set  with  gems.  Given  by  Girolamo 
Branciforte.  Sicilian  (?)  c.  1630. 

■ 
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secular  powers  would  deal  with  them  as  they  had  with  the 
Templars.  It  might  have  been  expected  that  Grand  Master 
Philippe  Villiers  de  l'lsle  Adam  (1521-34)  would  have  refrained 
from  fresh  purchases  of  plate  during  these  years,  as  also  whilst  he 
was  establishing  the  Order  in  Malta.  This  was  not  so,  however, 
since  one  of  the  three  gold  chalices  listed  in  1756  is  described  as 
'a  chalice  of  gold  with  its  paten  of  gold  with  the  arms  of  the 
Most  Eminent  l'lsle  Adam  with  his  arms  and  divers  figures 
enamelled  on  the  knop  and  foot".  It  is  easy  to  visualise  it  as  there 
is  a  very  similar  silver-gilt  chalice  (No.  10)  bearing  his  arms  and 
the  Paris  mark  for  1530-1  111  the  church  at  Rabbat.  This  last  is 
probably  a  stray  from  St.  form's  as  is  also  another  at  Our  Lady  of 
Victories  in  Valletta,  which  bears  the  same  goldsmith's  mark  and 
the  arms  (?)  of  Pierre  de  Cluys,  Commander  of  Moissy,  who  was 
active  about  the  same  date.  Unfortunately  the  inventorist  did  not 
bother  much  about  the  minor  pieces.  I  have  therefore  failed  also 
to  identify  the  seventeenth-century  chalices  now  in  the  Museum 
of  St.  John's.  One  has  the  Paris  mark  for  1661-2  whilst  the  other, 
which  is  also  of  quite  good  workmanship,  is  also  French  of  about 
the  same  date. 


Up  to  the  death  of  Grand  Master  Philippe  Villiers  de  l'lsle 
Adam  in  1 534  the  Knights  had  not  let  economic  laws  or  threaten- 
ing war  clouds  interfere  very  much  with  the  accumulation  of 
plate.  The  cost  of  adapting  Vittoriosa  to  their  needs,  the  siege  by 
the  Turks  and  lastly  the  decision  to  build  Valletta  virtually 
stopped  additions  to  the  plate  of  the  conventual  church  until  the 
end  of  the  sixteenth  century.  The  heroic  La  Vallette,  however, 
contributed  a  pair  of  silver  vases  and  a  pair  of  baskets,  both 
decorated  with  flowers,  which  sound  as  if  they  may  have  been 
made  originally  for  his  personal  use.  The  only  surviving  piece 
made  between  the  end  of  the  siege  in  1565  and  the  close  of  the 
century  is  an  unimportant  ciborium  in  the  Museum  of  St.  John's 
engraved  with  damask  pattern  and  inscribed  F.  Don  Garcias  de 
Mendoza  com.  de  Cubillas  Deo  dicai'it  1591.  It  is  probably  Castilian. 

The  years  after  1600  were  marked  by  a  gradual  relaxation  of 
austerity  in  the  acquisition  of  plate.  In  1614  the  conventual  prior 
of  St.  John's  gave  a  gold  chalice,  and  in  about  1630  arrived  a  very 
important  item  (No.  11)  which  is  described  as  'a  monstrance 
partly  of  gold  and  partly  of  silver  garnished  with  diamonds  and 
rubies  with  St.  John  Baptist  who  supports  the  "sun"  from  the 
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15, 16  and  17.  Precious  mitre  c.  1755,  given  by  Conventual  Prior  Bartolomeo 
Rull.  The  insulae  show  the  arms  of  the  donor. 


inheritance  of  the  Ven.  Bailiff  of  Vcnosa  Brancaforte'.  It  bears  on 
the  base  the  arms  of  Girolamo  Branciforte  who  became  captain 
of  galleys  in  1614,  then  Prior  of  Venosa  and  who  subsequently 
led  an  attack  on  Tunis  in  1640.  It  is  perhaps  Sicilian  rather  than 
south  Italian  in  style  but  can  hardly  have  been  made  as  late  as  the 
date  of  his  death. 

Next  in  the  inventory  is  'a  monstrance  of  copper-gilt  with  its 
base  all  garnished  with  corals  given  by  Com.  Fr.  Cesarc  Ferro'. 
Since  it  (No.  12)  was  neither  made  of  precious  metal  nor  adorned 
with  gems  it  has  survived.  An  inscription  under  the  foot  tells  that 
it  was  given  in  1649  by  Ccsare  Ferro  of  Trapani  a  knight  of  the 
'tongue'  of  Italy.  The  effective  combination  of  coral  with  copper- 
gilt  was  a  speciality  of  the  goldsmiths  of  Trapani,  and  a  rep- 
resentative collection  of  their  work  can  be  seen  in  the  Victoria 
and  Albert  Museum.  Next  follows  (No.  13)  'a  monstrance  of 
rock  crystal  garnished  witli  silver-gilt'.  This  description  is  now- 
inadequate  since  all  that  survives  of  the  original  piece  is  a  superb 
'sun'  framed  by  silver-gilt  cherubs  and  rays  of  engraved  crystal 


i8.  Silver  statue  of  the  Blessed  Virgin.  Rome, 
174 1.  Co-Cathedral,  Mdina. 


(No.  14).  This  is  Venetian  work  of  the  third  quarter  of  the 
seventeenth  century.  Clearly  the  original  crystal  stem  and  base 
must  have  been  smashed  and  replaced  by  a  very  handsome  one 
made  of  silver-gilt  in  the  rococo  style. 7  There  are  three  marks 
upon  it:  (1).  A  rosette,  (2).  D  F  with  a  fleur-de-lis,  (3).  BR  over  VN. 
Mr.  Victor  Denaro,  a  Malta  art-historian,  is  unable  to  interpret 
them  but  is  convinced  that  they  are  local. 

The  decline  in  the  maritime  power  of  the  Order  after  1700  led 
to  reduction  in  military  expenditure  and  consequently  made 
more  money  available  for  the  adornment  of  St.  John's.  Returning 
to  the  items  of  jewellery  (No.  1),  four  eighteenth-century  pieces 
should  be  noted.  The  enamelled  pectoral  cross  set  with  a  cat's-eyc 
(top,  right)  belongs  to  a  type  which  seems  to  have  been  popular 
with  the  Knights,  the  gold  box  in  the  centre,  with  its  lid  set  with 
diamonds  was  a  gift  from  the  long-lived  Grand  Master  Manuel 


Pinto  (1741-73). 8  The  ring  set  with  an  oblong  octagonal 
chrysolite  (centre,  left)  must  be  dated  about  1700  but  the  more 
attractive  one  (centre,  right)  with  an  oval  jacinth  framed  with 
diamonds  forming  a  cross  of  the  Order  was  presented  in  1755  by 
Mgr.  Bartolomeo  Rull,  Conventual  Prior,  who  was  also  donor 
of  a  splendid  mitre  set  with  gems  (Nos.  15,  16  and  17). 9 

Space  was  left  for  additions  when  the  inventory  was  com- 
pleted in  1756.  The  only  object  which  it  was  considered  necessary 
to  illustrate  was  a  monstrance  of  which  the  upper  part  is  shown 
in  a  drawing  by  a  much  less  skilful  hand.  It  is  described  as  'a 
monstrance  partly  of  gold  and  partly  of  silver,  garnished  with 
diamonds  and  rubies,  with  a  flaming  heart  which  supports  it, 
sent  as  a  gift  from  the  Prior  of  Venosa  Fr.  Giuseppe  Maria 
Cicinelli  in  1770  for  the  use  of  the  Conventual  Church'.  The 
'sun'  is  surrounded  by  a  garland  of  enamelled  vine  leaves  with 
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giapes  of  rubies.  The  flaming  heart  at  the  top  of  the  stem  is  in 
rather  questionable  taste  but  gives  the  impression  of  a  very  fine 
example  of  Italian  jeweller's  work. 

The  greatest  event  for  the  treasury  in  the  eighteenth  century 
was  the  decision  to  acquire  a  set  of  large  statues  of  raised  silver. 
The  order  was  divided  into  two  parts  as  follows:  'Ten  statues  of 
Roman  silver  ordered  in  1741  with  the  silver  of  the  old  statues 
and  divers  other  old  and  dismantled  pieces,  with  bases,  diadems, 
titles,  etc.,  of  copper-gilt  with  the  arms  of  the  Order'.  These 
represent  the  Blessed  Virgin  (No.  18)  and  SS.  John  Baptist, 
Peter  (No.  19),  Paul,  Andrew,  James  the  Greater,  John  the 
Evangelist,  Thomas,  Bartholomew  and  Matthew.  They  are 
stated  to  have  been  given  in  1741  by  the  Ven.  Prior  of  St.  Gilles, 
Fr.  Charles  Aleman  de  Rochenave,  supplemented  by  the  funds 
of  the  Order.  The  second  group  is  described:  'Five  statues  made 
ot  Roman  silver  given  by  the  Ven.  Bailiff  of  S.  Stcfano,  Fr.  D. 
Andrea  Fortunato  di  Giovanni  with  his  arms,  with  base,  diadems, 
titles  etc.  of  copper-gilt'.  These  represent  SS.  James  the  Less, 
Philip,  Matthias,  Thaddaeus  and  Simon.  Both  of  these  groups 
survive  but  it  is  very  unfortunate  that  they  are  neither  signed  nor 
marked.  At  a  date  subsequent  to  the  compilation  of  the  inventory 
were  added  two  more  statues  representing  SS.  John  the  Evangel- 
ist and  St.  Luke,  the  gifts  of  the  Bailiff  of  S.  Stefano,  Fr.  Pier 
Antonio  Gaetani  de  Pesoretti.  These  have  perished,  but  since  the 
St.  John  the  Evangelist  would  have  been  a  duplicate  it  would 
seem  that  they  were  not  intended  to  match  the  others. 

Amongst  the  minor  acquisitions  made  in  the  eighteenth 
century  were  a  ewer  and  basin  of  about  1730  and  bearing  the 
mark  of  Simon  Birkenholtz  of  Frankfurt-on-Main.  This  was 
presumably  once  the  property  of  a  German  knight.  More 
important,  however,  is  the  head  of  a  pastoral  staff  decorated  with 
vine-leaves  and  ears  of  wheat  which  is  probably  all  that  survives 
of  the  very  ample  'chapel'  bequeathed  by  Cardinal  Joaquin  Porto- 
carrero.10  It  is  curious  to  note  that  the  Cardinal's  pax  was  the 
only  one  in  the  inventory,  though  these  had  once  formed  part  of 
the  furnishing  of  every  well-equipped  church.  Perhaps  the 
paxes  had  helped  to  find  the  silver  for  the  statues  of  the  apostles? 


NOTES 

1.  The  purpose  of  some  of  the  articles  is  obscure  and  it  is  curious  to  note  that 
Baretti's  dictionary  often  provides  no  clue,  although  its  compiler  was  con- 
temporary with  the  inventory.  Baretti,  however,  was  not  a  churchman. 

2.  Mr.  J.  Riley-Smith  informs  me  that  a  list  of  the  plate  in  the  church  at  Acre 
survived  until  the  eighteenth  century  but  is  now  lost. 

3.  The  field  of  de  Naillac's  arms  was  really  azure,  but  if  the  enamel  was  cracked 
it  might  easily  be  mistaken  for  sable. 

4.  This  identification  is  borrowed  from  E.  Flandin  (Histoire  des  Chevaliers  de 
RJiodes,  1864,  p. 279)  who  noted  the  arms  in  the  company  of  those  of  Grand 
Master  Hernandes  de  Heredia  (1376-82)  carved  on  a  tower  at  Rhodes. 

5.  They  are  termed  bordotie.  Four  more  were  later  provided  by  Grand  Master 
Philippe  Villieis  de  l'lsle  Adam  (1520-34)  but  their  use  is  not  clear.  They  were 
neither  used  as  supports  for  a  canopy,  nor  as  verges,  nor  as  pointers  for  showing 
relics  to  visitors,  all  of  which  are  listed  separately. 

6.  In  Carretto's  day  two  altar  candlesticks  were  the  rule,  the  others  may  either 
have  been  used  on  other  altars  or  else  made  to  match  when  sets  of  six  became 
usual. 

7.  It  is  odd,  however,  that  the  opposite  page  of  the  inventory  makes  no  mention 
of  this.  It  is  conceivable  that  the  'sun'  may  have  lain  about  unused  for  a 
considerable  length  of  time  before  being  matched  up  with  the  present  stem 
and  base.  The  latter  show  no  religious  emblems  and  may  have  belonged  to 
a  large  candelabrum. 

8.  He  gave  gold  boxes  for  hosts  to  the  chapel  of  Our  Lady  of  Filcrmo  and  to 
the  church  of  St.  Anthony  Abbot  in  Vittoriosa. 

9.  It  will  be  noted  that  on  the  insulae  are  the  arms  of  the  donor  having  a  chief 
with  the  arms  of  the  Order  quartering  those  of  the  two  Grand  Masters  under 
whom  Rull  had  served:  Ramon  Dcspuig  (1736-41)  and  Manuel  Pinto 
(1741-73). 

10.  He  belonged  to  a  noble  Spanish  family  and  after  entering  the  Order  rose  to 
the  rank  of  captain  of  galleys.  He  entered  the  service  of  the  Hapsburgs  and 
served  as  Viceroy  of  Sicily  (1722-8).  When  the  island  was  ceded  to  the 
Bourbons  he  saw  that  there  was  little  future  for  Spaniards  in  the  Austrian 
service.  He  got  ordained  priest  and  was  created  a  Cardinal  by  Pope  Benedict 
XIV,  dying  in  1760  at  the  age  of  79. 


19.  Silver  statue  of  St.  Peter.  Rome,  1741.  Co-Cathedral,  Mdina. 
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John  Davenport :  a  nineteenth- 
century  glass  decorator 

RONALD  BARRAUD 


WHILE  the  less  attractive  Victorian  derivatively  orna- 
mented glassware  has  been  extensively  written  about, 
classified  and  is  now  becoming  enthusiastically  collected, 
there  appears  to  be  nothing  but  the  briefest  references  to  a 
completely  new  process  frankly  imitative  in  intention  which 


evolved,  perhaps  by  accident,  into  one  of  the  most  delightful 
nineteenth-century  methods  of  decorating  glass. 

On  the  ist  August,  1806,  John  Davenport,  a  potter  who  took 
over  the  Brindley's  pottery  works  at  Longport  in  1793  and 
added  glass  manufacture  in  1801,  was  granted  Patent  No.  2946 


I.  Jug.  Height  10  inches. 


2.  Liqueur  glass.  Height  3  inches. 
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covering  his  invention  of  'A  New  Method  of  Ornamenting  of 
all  Kinds  of  Glass  in  Imitation  of  Engraving  or  Etching,  by 
Means  of  which  Borders,  Cyphers,  Coats-of-Arms,  Drawings, 
and  the  Most  Elaborate  Designs  may  be  Executed  in  a  Stile  of 
Elegance  hitherto  Unknown,  and  which  cannot  possibly  be 
Equalled  by  the  Usual  and  Customary  Mode  of  Etching  or 
Engraving  as  hitherto  Practised'.  'Etching'  at  this  date  would 
imply  diamond  point  engraving,  not  true  etching  with  acid  and 
a  resist  which  was  a  later  process,  and  'engraving'  was  wheel 
engraving. 

Davenport's  process  consisted  of  applying  to  the  surface  of 
the  base  metal  a  colourless  frit  in  a  'menstruum'  (sic)  of '.  .  .  . 
double  refined  loaf  sugar  dissolved  in  two  parts  of  water  ....  and 
about  one  third  part  of  common  writing  ink'.  When  dry  the  frit 
was  breathed  on  to  softcnit  andscratched  away  whercnotrequired 
to  show  in  the  final  design.  Then  came  the  really  critical  operation 
of  heating  in  a  muffle,  just  enough  to  soften  the  frit  and  fuse  it  to 
the  base  glass  without  vitrifying  it  to  transparency.  It  was  this 
great  difficulty  encountered  by  other  glasshouses  working  on 
the  formula  that  I  believe  resulted  in  a  quickly  appreciated 
secondary  effect  neither  intended  nor  foreseen  by  Davenport, 
because  he  makes  it  very  clear  in  his  patent  specification  that  the 


fired  frit  should  appear  matt  and  he  emphasises  this  by  his  more 
utilitarian  proposals  for  the  use  of  his  invention  to  provide 
'blind'  (obscured)  windows  hitherto  only  made  by  the  laborious 
process  of  hand  grinding  the  surface  (groundglass). 

This  secondary  effect  is  pseudo  diamond  engraving  and  very 
fine  linework  with  the  sparkle  of  full  vitrification  gives  a  very 
creditable  imitation  indeed;  so  much  so  that  the  false  can  be 
taken  for  the  real  at  quite  a  short  distance.  The  difference  is  that 
whereas  diamond  engraving  or  polished  wheel  engraving  (which 
can  also  be  imitated)  produce  intaglio  lines  the  vitrified  frit  lines 
are  in  relief.  When  skilfully  done  it  is  sometimes  necessary  to 
use  a  magnifying  glass  or  to  feel  with  a  finger  nail  to  detect  the 
deception.  Development  from  the  first  original  conception  seems 
to  have  proceeded  through  three  stages  ending  in  mechanised 
decadence  in  the  first  quarter  of  the  twentieth  century. 

The  few  authenticated  pieces  of  Davenport's  own  production 
arc  by  no  means  inspiring  but  the  first  stage  of  full  vitrification — 
the  jug  seen  in  No.  I — is  quite  aesthetically  satisfying,  more  so 
perhaps  than  later  stages  of  development  because,  while  using 
the  original  method  in  all  other  ways  than  vitrification,  it  is  still 
exploratory  with  a  freedom  not  yet  overtaken  by  facile  com- 
petence. 
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The  second  stage  is  illustrated  by  a  w  ine  glass  (No.  2).  This 
still  has  charm  but  in  composition  no  longer  follows  Davenport's 
specification;  for  now,  instead  of  applying  the  frit  and  scraping 
away  the  unwanted,  the  design  has  been  painted  direct  in  frit. 
It  is  in  fact  the  old  process  of  enamelling  but  with  colourless 
'enamel'.  Enlargement  of  the  jug  decoration  (No.  3)  and  the 
wine  glass  decoration  (No.  4)  show  the  difference  clearly  where 
overlapping  of  some  lines,  and  breaks  in  others  where  the  brush 
has  not  joined  up  to  make  a  continuous  loop,  can  be  seen  in 
No.  4.  The  maker  of  the  wine  glass  has  also  gone  one  stage 
further  111  imitating  wheel  engraving  by  acid  etching  the  petals 
of  the  rose  and  some  of  the  leaves,  which  places  this  glass  well 
towards  the  end  or  the  nineteenth  century. 


Third  and  last  stage  of  decoration,  which  can  be  only  remotely 
traced  back  to  Davenport's  idea,  is  entirely  mechanical  and  is 
illustrated  by  another  wine  glass  (No.  5)  and  by  the  custard 
glass  (No.  6).  Such  geometrical  perfection  in  the  banded  decor- 
ation could  have  been  done  by  hand,  but  it  seems  far  more 
likely  that  the  design  in  frit  (the  design  lines  are  still  in  relief) 
must  have  been  applied  by  some  transfer  method.  The  effect  of 
polished  cut  lines  is  extremely  convincing  and  deception  is 
further  enhanced  by  the  real  polished  cutting  below  the  band  on 
the  custard  glass. 

First-stage  glasses  are  now  becoming  quite  difficult  to  acquire; 
before  they  vanish  entirely  they  deserve  some  better 
recognition. 


t  j 
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5.  Wine  glass.  Height  4  inches. 


6.  Custard  glass.  Height  3  inches. 
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Continental  Dispatch 


FROM  GERALD  SCHURR 


Florence.    The  Contini-Bonacossi  Bequest 

ON  March  10th  at  the  magnificent  Pitti 
Palace,  one  of  the  apartments  which  has 
been  closed  for  a  long  time  is  being  opened. 
Eight  rooms  have  just  been  especially  prepared 
to  take  the  pictures  and  objets  d'arts  of  the 
Contini-Bonacossi  collection,  which  eventually 
in  a  few  years'  time  will  be  transferred  to  the 
Uffizi.  A  wealthy  collector,  Count  Contini, 
was  at  one  time  one  of  the  great  antiquaries  of 
Rome  and  a  skilful  adviser  to  Samuel  Kress, 
who  assembled  under  his  guidance  the  collec- 
tion preserved  today  in  the  National  Gallery  in 
Washington.  In  addition  to  sculptures,  a  few 
heavy  pieces  of  furniture  of  the  Haute  Epoque 
and  some  items  from  Faenza,  the  present 
bequest  contains  a  large  number  of  pictures, 
many  of  the  Italian  school  of  the  Quattrocento, 
an  altar-piece  by  the  Sienese  painter  Sassetta,  a 
Virgin  and  Child  by  Duccio,  an  astonishing 
Giovanni  Bellini  Saint  Jerome,  and  a  large  altar- 
piece  painted  in  fresco  by  the  Florentine  Andrea 
del  Castagno,  amongst  other  masterpieces 
acquired  for  the  most  part  in  the  nineteen 
wen  ties. 


Paris.    Saenredam  on  view 

THE  canvases  of  Pieter  Saenredam  (i 597-1665), 
icy  and  strangely  bright,  drawn  with  almost 
mathematical  precision,  all  inspired  by  interiors 
of  churches,  amaze  and  bewilder  foreign  visitors 
to  Dutch  museums,  particularly  the  French. 
(The  only  work  of  his  in  Paris  is  at  the  Dutch 
Institute.)  It  is  here  (121  rue  de  Lille,  until 
March  31st)  that  there  is  an  exhibition  of  19  of 
his  pictures  and  more  than  a  third  of  his  draw- 
ings. The  complete  catalogue  of  the  works  of 
Saenredam,  compiled  in  1961  at  Utrecht, 
consists  of  a  total  of  209  items  to  which  must 
be  added  a  drawing  and  two  pictures  recently 
discovered  and  which  are  in  the  present 
exhibition. 

It  is  interesting  to  compare  his  contribution 
with  the  sketches  and  wash  drawings  of  his 
contemporaries  at  present  on  view  at  the 
Louvre  ('Dutch  drawings  from  provincial 
museums'  which  will  be  discussed  next  month). 
It  is  easy  to  see  how  Saenredam  differs  from 
them  and  attracts  attention.  Even  the  sources 
of  his  inspiration  are  practically  unique: 
interiors  of  Dutch  churches,  high  and  cold. 


white-washed  and  devoid  of  all  decoration. 
There  were  no  trimmings;  figures  were  often 
added  subsequently  in  the  following  century  to 
add  a  human  touch  to  these  'unsaleable  pic- 
tures'. He  worked  slowly  and  accurately  from 
numerous  drawings  and  studies  of  the  subject. 
No  fantasy:  reality  with  the  precision  of  an 
architect.  He  led  a  peaceful  bourgeois  existence 
at  Haarlem  which  he  rarely  left  and  where  he  is 
buried.  The  artist's  sensitivity  finds  expression 
in  incredibly  delicate  and  severely  sober  colour- 
ing: even  the  blending  of  stark  white  walls  has 
an  indefinable  poetic  quality. 

Paris.    Gods  and  Men  of  Nepal 

IN  the  civilization  of  Nepal,  between  India  and 
the  Himalayas,  the  sacred  and  the  secular  are 
closely  interwoven.  This  is  brought  out  very 
clearly  by  the  imaginative  placing  of  statues  of 
gods  side  by  side  with  objets  d'art  in  popular  use 
in  the  present  exhibition  at  the  Musee  de 
l'Homme  (Palais  de  Chaillot  until  March  31st). 
Music  for  the  flute  and  chants  recorded  in 
Nepal  create  the  right  atmosphere  for  bronzes, 
sculptures  in  wood,  very  expressive  masks  in 
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3.  Canova.  Cupid  and  Psyche.  Louvre. 


papier  mache,  and  musical  instruments  (lutes, 
hurdy-gurdies,  and  horns).  The  exhibition  is  in 
five  sections — homes,  crafts,  markets,  life  in  the 
fields,  and  religion.  The  last  is  the  finest  part, 
recalling  the  disintegration  of  the  caste  system 
and  noble  families  and  the  infinite  variety  of 
cults  connected  w  ith  Buddhism  and  Hinduism. 
In  Nepal  religious  festivals  and  pilgrimages  are 
an  essential  part  of  great  occasions  of  life  and 
there  are  as  many  sacred  monuments  as  ordinary 
homes. 


Paris.    The  Apotheosis  of  Chagall 

AT  the  age  of  82  Chagall  has  become  a  legend. 
Until  March  10th  the  Grand  Palais,  now 
modernized  and  completely  transformed,  is 
paying  a  fine  tribute  to  him  by  showing 
familiar  subjects  which  he  has  repeated  since 
his  youth  at  Vitebsk  and  Paris:  a  delicate  com- 
bination of  flowers,  shanties,  acrobats,  violin- 
ists, lovers  and  animals — an  effortless  and  light- 
hearted  mixture  of  real  life  and  imagination. 
Innocent  and  astute  at  the  same  time  he  presents 
a  lyrical  untrammelled  world,  free  from  all 
intellectualism,  reflecting  his  attachment  to  the 


memories  of  his  youth  in  Russia.  In  Moscow  in 
1914  Chagall  became  one  of  the  instigators  of 
the  aesthetic  revolution  of  1918.  After  the 
failure  of  this  attempt  he  fled  from  Russia  in 
1924  and  went  back  to  France  for  good.  After 
that  he  remained  faithful  to  Russian  folklore 
and  biblical  images,  with  an  increasing  number 
of  variations  on  his  'lost  country'  theme.  At  the 
Grand  Palais  the  sight  of  all  these  pictures  which 
tell  a  story  has  the  eff  ect  of  exposing  the  weak- 
nesses of  the  painter  since  he  overdid  this  kind  of 
illustration.  Gradually  his  compositions  lost 
their  formal  solidity  and  plastic  qualities.  A  rash 
mixing  of  colours  and  supple  but  lifeless 
drawing  replaced  the  colourful  brightness  of  his 
early  work. 

At  the  same  time  the  Galeric  Vision  Nouvelle 
(6  Place  des  Etats  Unis,  until  March  31st)  is 
showing  the  105  engravings  of  the  Bible  com- 
missioned by  Vollard  on  which  Chagall 
worked  between  1930  and  1938  and  then  be- 
tween 1942  and  1956.  In  these  engravings,  from 
which  100  prints  were  made,  subdued  in  tone, 
sometimes  entirely  in  grey  relieved  only  by  a 
single  figure  in  colour,  the  painter  achieves  a 
kind  of  mystic  poetry. 


Paris.    Extensions  at  the  Louvre 

ON  December  16th  the  Louvre  once  more  took 
over  the  Pavilion  de  Flore  whi:h  it  had  not 
occupied  for  more  than  a  century  and  officially 
opened  27  new  rooms.  The  public  can  at  last  see 
masterpieces  from  the  end  of  the  18th  century 
until  Napoleon  III,  from  Houdon  to  Carpcaux 
including  Canova,  Rude  and  Barye.  In  the 
next  few  months  new  rooms  for  sculpture  of 
the  17th  century  will  link  up  with  those  at 
present  showing  works  of  the  Renaissance  and 
the  Middle  Ages.  On  the  first  floor  there  are 
five  rooms  sober  and  severe  in  conception, 
which  house  Spanish  painting  from  the  Primi- 
tives (where  it  is  surprising  to  find  the  famous 
A4cw  with  a  glass  of  wine  formerly  considered  to 
be  Franco-Flemish)  to  the  striking  portraits  of 
Goya.  On  the  second  floor  the  Cabinet  des 
Dessins  is  showing  a  hundred  or  so  French 
pastels,  of  the  17th  century  (Nanteuil,  Lc  Brun), 
of  the  1 8th  century  (Chardin,  La  Tour,  Perron- 
neau)  and  of  the  19th  century  (from  Delacroix 
to  the  great  Impressionists).  The  Grande  Galerie 
is  at  last  completely  open  and  this  second  section 
is  devoted  to  the  most  important  items  in  Italian 
art  from  the  13th  to  the  15th  century. 


International 
Saleroom 


■MWWB: 


1.  Early  18th-century  English  mechanical  uni- 
versal ring.  Signed  'Rich.  Glynn,  Londini 
Fecit'.  ,£8,400  (Christie's). 

2.  Jacopo  da  Ponta,  II  Bassano.  The  Flight  into 
Egypt.  47      58  inches.  ,£273,000  (Christie's). 

3.  One  of  a  set  of  ten  Chippendale  carved 
mahogany  armchairs.  ,£4,700  (Phillips,  Son  and 
Neale). 

4.  Rare  Vienna  du  Paquier  condiment  set,  c. 
1730  40.  Overall  length  17  inches.  $4,250 
(Parke-Bernet). 


5.  Assyrian  stone  bas-relief.  Inscribed  and  from 
the  Palace  of  King  Ashurnasirpal  II,  883  859 
B.C.  Width  35  inches.  ,£10,500  (Sotheby's). 

(1.  Mid-l6th-century  Italian  Renaissance  sword 
with  chiselled  steel  swept  hilt.  ,£3,000  (Sothc- 
by's). 

7.  Jacob  Maris.  Fisherfolk  with  their  boats  at  low 
title,  signed  and  dated  1874.  17 40]  inches. 
,£1,365  (Christie's). 


8.  Hans  Baldung.  The  temptation  of  Eve.  Panel 
25 [      12;  inches.  ,£224,000  (Sotheby's). 

9.  William  Morris,  Hammersmith  rug.  98  48 
inches.  /  80  (Sotheby's). 

10.  Louis  XV  Louis  XVI  transitional  mar- 
quetry and  ormolu  commode  e!  honheur-dti-jour, 
I.67  1.25  0.58  m.  Signed  by  A.  Nicolas. 
230,000  francs.  (Mes  Ader  and  Picard,  Palais 
Galliera,  Paris). 
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II.  Francis  Cotes.  Portrait  of  Elizabeth  Sedky, 
signed  and  dated  1767.  50  X  40  inches.  £3,150 
(Christie's). 


12.  Hawaiian  dark-brown  polished  wood  male 
figure.  Height  10.J  inches.  £12,000  (Sotheby's). 

13.  Charles  II  child's  walnut  armchair.  £336 
(Christie's). 

14.  American  Chippendale  carved  mahogany 
tea  table,  c.  1760.  Townsend  and  Goddard 
School,  Newport,  Rhode  Island.  $7000  (Parke- 
Bernet). 

15.  Flemish  two-manual  harpsichord  by  Hans 
the  Younger,  otherwise  Jean  Ruckers,  1642. 
Painted  c.  1690  perhaps  by  Pieter  van  der  Werff. 
Length  89  inches.  ,£9,600  (Sotheby's). 

16.  Galle  art  nouveau  elephant  vase,  overlaid 
and  carved.  Height  14!  inches.  ,£840  (Christie's). 

17.  Rembrandt  Harmensz  van  Rijn.  Portrait  of 
an  old  man,  said  to  be  Harmen  Gerritsz  van  Rijn. 
Panel  26      20  inches.  ,£315,000  (Christie's). 
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18.  Andrea  Appiani.  Portrait  o  f  Napoleon  Bona- 
parte. 39  •  3li  inches.  £25,200  (Christie's). 

19.  Saint  Aldhelm.  'De  Laude  Virginitatis'. 
Vellum  fragment,  28  leaves,  7§  <  sf  inches. 
England,  Canterbury  or  Worcester,  early  9th 
century.  £17,000  (Sotheby's). 

20.  Joshua  Reynolds.  Portrait  of  Miss  Theodosia 
Magill.  50  X  40  inches.  £14,700  (Christie's). 

21.  Leaf  from  the  'Demotte'  Shanama:  the 
death  of  Mani.  408  ■  293  mm.  Tabriz,  c.  1330- 
50.  £30,000  (Sotheby's). 

22.  English  embroidered  white  silk  niantua  and 
petticoat  with  original  Brussels  lace  lappets, 
c.  1740  45.  £1,365  (Christie's). 

23.  Joseph  Mallord  William  Turner.  Helvoets- 
luys — the  City  of  Utrecht,  a  64  going  to  sea,  1832. 
35i      All  inches.  £62,000  (Sotheby's). 

24.  Vincenzo  Dal  Re.  The  Hall  of  a  Palace,  pen 
and  black  ink  and  grey  wash,  over  black  chalk, 
signed  with  a  monogram.  272  X  362  mm. 
£820  (Sotheby's). 

25.  Early  19th-century  repeater  carriage  clock 
by  James  McCabe,  Royal  Exchange,  London. 
Height  S\  inches.  £800  (Phillips,  Son  &  Neale). 

26.  One  of  a  pair  of  Louis  XVI  ormolu  and 
gros  bleu  de  roi  porcelain  candelabras.  Height 
I  m.  06.  42,000  francs  (Mes  Ader  and  Picard, 
Palais  Galliers,  Paris). 

27.  Pablo  Picasso.  La  bouteille  de  rhum,  1911. 
Signed  and  dated.  0  m.  61  0m  50.  1,130,000 
francs  (Mes  Ader  and  Picard,  Palais  Galliera, 
Paris). 
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Winnie  the  Pooh 

s  March  -  28  June  1970 
Bcthnal  Green  Museum,  Museum  1  louse. 
(  lambridge  1  leath  Road,  E.2. 
Reviewed  by  Oliver,  Henrietta  and 

ADAM  BROWNE-WILKINSON 

Oliver  (7):  I  thort  that  the  pictures  were  good 
and  I  like  the  animiles  and  the  series  of  Winnie 
the  Poohs  storrics.  And  the  series  I  liked  best  was 
EEYORE  LOSES  A  TAIL.  1  thort  that  it  was 
very  good  and  very  nice  and  I  liked  the  draw- 
ings very  much.  And  I  like  the  series  very  much. 

Henrietta  (9):  This  exhibition  I  thought  was 
very  interesting.  It  showed  how  E.  H.  Shepard 
could  draw  figures  that  fitted  the  kind  of  person. 
Pooh  tor  instance  is  always  drawn  so  he  looks 
silly  in  a  nice  way.  The  same  with  Eeyore.  He  is 
drawn  so  he  looks  gloomy  and  full  of  self-pity. 

When  Pooh  got  stuck  in  Rabbits  front  door, 
it  seems  so  real.  Only  the  silliest  person  could 
have  got  stuck  there.  The  way  booh  groaned 
when  Christopher  Robin  said  that  Pooh 
couldn't  have  any  food  for  a  week;  it  made  me 
laugh.  Only  the  cleverest  of  people,  like  Rabbit, 
would  have  thought  of  hanging  towels  on 
Pooh's  legs. 

Adam  (12):  I  think  this  was  quite  a  good 
exebition  which  many  people  would  enjoy. 
But  I  think  that  two  age  groups  would  enjoy  it 
most,  the  middle  aged  because  they  were  the 
right  age  when  the  books  came  out,  and  they 
may  have  a  few  old  memories. 

Then  I  think  there  are  seven  year  olds  who 
would  enjoy  it  because  of  what  it  is. 

I  think  the  exebition  is  good  because  it  shows 
the  patnership  between  E.  H.  Sherperd  and 
A.  A.  Milne  and  it  also  shows  many  of  the 
drawings  done  by  Shepherd  but  not  used,  there- 
is,  however,  one  drawing  which  1  like  paticu- 
laly,  it  is  'Christopher  Robin's  party'  which 
shows  all  the  main  chareters  drawn  as  they 
usally  are  but  all  together. 

I  think  this  was  a  good  exebition  and  you  can 
learn  about  both  Sherperd  and  Milne.  I  have- 
just  one  critism  and  that  is  that  a  case  should 
have  been  devoted  to  a  summary  of  the 
exebition. 


2.  Robert  Bevan.  London  Church,  1922.  Signed.  Oil  on  canvas  24  X  32  inches.  d'Offay  Couper. 


British  Painting  1880-1945 

23  February  -  20  March  1970 
d'Offay  Couper,  9  Dering  Street, 
New  Bond  Street.  W.I. 
Reviewed  by  marina  vaizey 

Some  25  paintings,  all  of  remarkable  quality, 
and  most,  I  hope,  destined  for  museums,  form  a 
highly  selected  small  exhibition.  There  is  no 
theme,  no  school,  only  the  taste  of  a  con- 
noisseur; the  quality  in  common  is  quality 
itselt,  and  as  British  paintings  ot  such  splendour, 
particularly  of  the  earlier  periods,  are  becoming 
increasingly  difficult  to  find,  this  is  a  rare 
collection. 

Walter  Crane's  The  Laidley  Worm,  1881,  is 
meticulously  painted,  as  detailed  as  a  Victorian 
novel,  clearly  displaying  certain  Pre-Raphaelite 
characteristics,  and  foreshadowing  many  ele- 
ments of  Art  Nouveau.  It  is  a  painting  to  be 
studied  with  concentration;  both  absurd  and 
beautiful,  it  is  highly  mannered  and  artificial, 
and  simultaneously  emotional  and  mystical,  a 
feast  for  an  analyst.  The  two  paintings  by 
Robert  Bevan  are  representative  of  several  of 
this  pioneering  artist's  most  deeply  attractive 
characteristics.  Dunn's  Cottage,  191  5,  is  a  loosely 
painted  landscape,  done  in  softly  glowing 
greens,  blues,  mauves,  purples,  pinks,  its  radiant 
beauty  firmly  held  by  the  subtle  disciplines  of 


I.  Ernest  H.  Shepard.  Winnie  the  Pooh  and 
Piglet.  Tail-piece.  Victoria  and  Albert  Museum. 


the  composition  itself,  and  augmented  by  the 
spontaneity  of  the  brushwork.  London  Church, 
1923,  is  a  London  street  painted  in  a  muted 
range  of  urban  tones,  lit  like  a  stage  set  by  the 
backdrop  of  the  white  city  sky;  a  formal 
painting  in  perfect  balance,  enlivened  by  the 
simplified  forms  of  two  playing  cats,  several 
people,  and  carthorses  just  coming  into  sight. 

Two  extremely  important  key  pictures  are 
the  I  'ision  of  Ezekiel  by  David  Bombcrg,  and 
William  Roberts'  Dock  Gates.  The  Vision  oj 
Ezekiel  was  painted  in  1912,  when  Bombcrg 
was  22  and  still  a  student  at  the  Slade,  formally 
preceding  Vorticism  and  Tlic  Mudbath,  but  a 
notable  precedent.  It  is  a  complex  painting, 
producing  in  rather  thin  paint,  using  delicate- 
pink  and  deep  blue-red  as  dominant  tones,  the 
most  structured,  dimensional  composition, 
using  figures  rather  like  wooden  block  dolls, 
artfully  simplified,  grouped  into  fascinating 
interactions  of  deeply  observed  relationships. 
In  a  sense,  it  could  almost  be  called  a  narrative 
painting,  a  story  painting,  executed  in  a  way  in 
puzzle  form;  it  is  a  work  of  startling  originality 
(Cubists,  please  note)  and  maturity.  William 
Roberts  is  Britain's  most  surprisingly  com- 
paratively neglected  major  artist,  and  his  work 
Dock  Gates,  1920,  proceeds  from  Vorticism 
using  highly  figurative  and  representational 
elements  to  form  in  fact  an  abstract  painting; 
the  frenzy  of  work  at  the  docks  is  caught  in  a 
symphony  ot  movement  where  men  and 
machines  are  integrated  one  with  another.  The 
flowing  rhythms  delineated  in  flat,  bright 
colours,  create  a  painting  of  grandeur,  for  all  its 
superficial  difference,  absorbingly  analagous  to 
the  Bombcrg  painting  done  eight  years  before. 
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Glass  Fountain  by  Allen  David 

Unveiled  December  1969 
Guildhall.  City  of  London,  E.C.2. 
Reviewed  by  peter  fuller 

An  extraordinary  glass  fountain,  designed  by 
Australian  artist,  Allen  David,  was  recently 
unveiled  on  a  piazza  site  to  the  north-west  of 
Guildhall,  in  the  City  of  London. 

Rising  to  a  height  of  12  feet,  it  is  built  en- 
tirely in  inch-thick  laminates  of  tinted  glass, 
joined  together  by  powerful  tensol  and  silicone 
glues,  and  fed  by  transparent  perspex  pipes 
which  lead  to  19  different  outlet  points  all  over 
the  surface  of  the  structure. 

The  fountain  was  built  in  a  specialised 
Amsterdam  factory,  and  shipped  to  England  in 
segments. 

The  glass  has  an  extraordinary  texture,  en- 
hanced by  running  water  and  internal  flood- 
lighting, which  causes  it  to  reflect  the  light  like 
a  monumental,  iridescent  jewel. 

This  is  Mr.  David's  first  commission  in  this 
country,  although  he  executed  a  glass  screen  for 
Melbourne  University  before  emigrating  to 
England  six  years  ago. 

The  peculiar  qualities  of  the  fountain,  par- 
ticularly its  totem-based  design,  and  its  singular 
strength  in  exuding  clear,  bright  light,  relate 
to  the  desert  imagery  which  is  evident  in  many 
of  his  paintings. 

The  fountain  is  sensitive  to  the  smallest 
changes  in  atmosphere:  in  bright  sunlight,  it 
seems  vast  and  dazzling — like  something  out  of 


3.  Allen  David.  Glass  fountain.  Height  12  feet. 
Near  Guildhall,  City  of  London.  Photo:  Hawk- 
ley  Studio  Associates. 


Dante's  'Paradiso' — on  a  late  wintry  afternoon, 
catching  only  the  highlights,  it  appears  to  be 
lithe  and  agile,  almost  gazelle-like,  and  at  night 
under  artificial  lighting  it  is  phosphorescent  and 
mysterious. 

England  is  noticeably"  lacking  in  top  class 
contemporary  fountains.  It  is  fortunate  that 
Mr.  David's  work  should  have  been  constructed 
in  this  country,  after  the  exhibition  of  his 
original  perspex  model  in  the  City  church  of 
All-Hallows-on-the-Wall  and  a  chance  article 
in  the  City's  local  newspaper,  which  brought 
it  to  the  attention  of  its  eventual  patron. 


4.  David  Hockney.  The  Haunted  Castle.  Etching 
355  214  mm.  From  a  series  of  illustrations  for 
'Six  stories  from  the  Brothers  Grimm'.  Kastnin 
Gallery. 


David  Hockney  etchings 

December  1969 

Kasmin,  118  New  Bond  Street,  W.i. 
Reviewed  by  marina  vaizey 

David  Hockney  selected  and  illustrated  six 
stories  by  the  Brothers  Grimm  with  39  etchings, 
drawn  directly  on  to  copper  plates  and  etched 
in  London  between  May  and  November  of 
last  year,  for  a  series  of  books  in  four  separate 
editions,  each  of  100  copies,  and  each  accom- 
panied by  six  loose  etchings  from  the  series. 
These  will  be  published  in  April  by  the  Peters- 
burg Press  in  association  with  Kasmin.  There 
will  be  15  further  portfolios  of  artist's  proofs. 
Hockney's  work  is  undoubtedly  not  only  a 
significant  contribution  to  the  art  of  etching, 
but  also  an  outstanding  addition  to  the  growing 
British  participation,  in  the  art  of  the  book,  or 
the  book  as  art,  the  deliberate  marriage  of  text 


and  illustration,  for  so  long  a  notable  character- 
istic of  the  French  art  world. 

The  etchings  are  highly  skilled  representa- 
tions, characteristically  and  idiosyncratically 
stylised  by  Hockney's  resonating  combinations 
of  simplicity,  irony,  touches  of  sardonic  humour 
and  use,  overt  and  covert,  of  the  symbolism  of 
the  psychoanalytic  age.  On  the  other  hand, 
what  we  can  read  into  Hockney's  work  by 
self-conscious  study  should  not  obscure  the  fact 
that  the  etchings  are  vivid  visual  images  of  the 
complex  terrors,  plots  and  resolutions  of  the 
age-old  folk  tales  recorded,  compiled  and 
transcribed  from  the  vernacular  by  the  academic 
Grimm  brothers.  Hockney  has  created  for- 
midably powerful  illustrations  that  demonstrate 
visually  some  of  the  darker  recesses  of  the 
human  mind  and  emotions,  lightened  by  the 
flick  of  his  delicious  unpretentious  humour. 
The  tears  implicit  in  the  stories  of  enchantments 
and  witches,  ghosts  and  glass  mountains,  frights 
and  flights,  are  filtered  through  Hockney's  own 
inimitable  irony  and  wit.  The  etchings  are 
illustrations,  and  quite  specific;  yet  they  stand 
completely  on  their  own  as  well.  They  show 
Hockney's  considerable  talents  as  a  graphic 
artist,  and  are  a  marvellous  foretaste  to  the  feast 
of  Hockney's  work  that  we  are  promised  in 
the  retrospective  exhibition  in  various  media  at 
the  Whitechapel  Art  Gallery  in  April. 


19th  and  20th  Century  Sculpture 

4  February  -  28  February  1970 
O'Hana  Gallery,  13  Carlos  Place,  W.i. 
Reviewed  by  alastair  GORDON 

The  O'Hana  gallery's  exhibition  of  19th  and 
20th  century  sculpture  contains  familiar  works 
by  leading  figures,  and  some  that  are  interesting 
because  of  a  comparative  rarity.  There  is  a 
famous  Picasso,  the  Jester,  modelled  in  1905 
and  partly  a  portrait  of  Max  Jacob,  which  is 
the  crossing  point  between  (in  this  exhibition) 
the  nudes  of  Degas  and  Maillol  and  the  formal- 
ised work  of  Laurens,  Orloff  and  Zhadkine: 
the  difference  between  19th  century  sculpture 
with  its  still  traditional  methods,  and  the 
proliferation  of  styles  that  emanated  from 
cubism  and  abstraction.  It  would  be  impossible 
to  include  more  than  a  tiny  selection  of  these 
later  sculptors.  Zhadkine  is  represented  by  a 
cubist  work,  he  Trapeze,  and  Laurens  by  some 
elegant  reclining  nudes  in  terra-cotta.  In  con- 
trast to  these  of  Laurens  are  three  standing 
nudes  by  Chana  Orloff,  a  sculptress  seldom  seen 
in  this  country,  whose  geometric  stylisation 
takes  a  more  rounded  and  sinuous  form. 

There  are  many  painter-sculptors  in  the 
recent  history  of  art — painters  first,  who  used 
sculpture  in  order  to  see  the  round  in  an  age 
when  three-dimensional  depth  in  painting  was 
becoming  less  and  less  important.  No  one  more 
completely  understood  movement  and  form 
than  Degas.  In  this  show  there  are  some  of  his 
rapidly  worked  dancers,  and  two  horses  which 
arc  marvels  of  articulation  and  observation.  He 
seemed  able  to  freeze  a  moment  of  movement 
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and  then  release  it  again — like  a  motion  picture 
that  has  been  temporarily  stopped. 

There  is  a  small  group  of  standing  liguivs  bv 
Daumier.  In  his  lifetime  scarcely  anyone  knew 
that  he  modelled  (again,  it  was  trial  work — 
thinking  in  the  round)  and  as  a  result  ot  this, 
and  his  own  negligence,  very  tew  survive. 
These  small  figures,  made  in  the  mid-icjth 
century,  have  an  astonishing  boldness  and 
freedom,  anticipating  Rodin  and  Dalou  by 
years,  and  at  a  time  when  the  style  ot  Canova 
w  as  w  hat  w  as  expected  of  s<  ulpture.  His  natural 
gifts  as  a  draughtsman  enabled  him  to  make 
these  figures  with  the  same  sure  rapidity  with 
which  he  drew  on  the  lithographic  stone. 


5.  Honore  Daumier.  Le  Dandy.  Bronze,  height 
7]  inches.  Signed  with  initials.  O'Hana  Gallery. 


Mural  Artists 

8  January  -  28  January  1970 
Royal  Institute  of  British  Architects, 
66  Portland  Place,  W.i. 
Reviewed  by  george  dunton 

The  exhibition  calls  for  a  new  definition  of  the 
word  'mural'.  The  range  of  techniques  and 
material  used  in  contemporary  wall  decoration 
is  now  very  wide  indeed  and,  as  in  all  the  visual 
arts,  there  is  a  blurring  of  the  edges  between 
art  forms.  There  are  no  frescoes  or  paintings — 
only  the  works  in  mosaic  have  links  with  the 
past.  For  the  rest,  it  is  moulded  concrete,  glass 
fibre,  aluminium,  polyester  resin  and  acrylic 
sheet  which  provide  the  raw  material. 

Unfortunately,  with  few  of  the  exhibits  is  it 
possible  to  identify  a  particular  work  with  a 
parent  building.  William  Mitchell  overcomes 
this  by  introducing  photographs,  but  it  is  hard 
not  to  see  the  majority  of  the  works  as  isolated 
objects  as  in  a  Bond  Street  gallery.  This  misses 
the  point  as  the  shared  visual  vocabulary  or 
common  aesthetic  between  the  architect  and 
the  artist  is  surely  the  aim:  the  intention  of  the 
exhibition  presumably  being  to  encourage  the 
architect  to  persuade  his  client  to  take  advantage 
of  this  art  form. 

Robert  Browning's  Siniesoidal  3  is  an  in- 
triguing kinetic  light  mural  offering  infinite 
possibilities.  Exuberant  works  of  William 
Mitchell  are  much  in  evidence,  the  moulded 
forms  often  having  a  curious  Aztec  or  even 
pagan  flavour.  Hans  Unger  and  Eberhard 
Schulze  have  produced  some  very  subtle  marble 
mosaic  panels  using  linear  Op  Art  patterns  to 
create  illusions  of  space  and  undulation.  They 
use  a  restricted  colour  range  of  black  and  white 
marble  and  achieve  incredible  richness  by  very 
simple  means.  Their  work  has  a  simplicity  and 
purity  which  will  date  but  never  be  dated. 

The  exhibition  also  includes  works  by 
Anthony  Holloway,  Edward  Russell,  William 
Bowles,  Roddy  Friend,  Catherine  Kimerling 
and  students  of  the  Hammersmith  College 
of  Art. 

Richard  Hamilton 

12  March  -  19  April  1970 

The  Tate  Gallery,  Millbank,  S.W.i. 

Reviewed  by  peter  fuller 

Back  in  the  early  fifties,  when  the  Independent 
Group  was  meeting  at  the  Institute  of  Con- 
temporary Arts  to  cover  themes  which  were 
later  to  prove  of  vital   importance  in  the 


6.  Hans  Unger  and  Eberhard  Schulze.  Marble 
mosaic.  Panel  8  X  14  feet.  Royal  Institute  of 
British  Architects. 

emergence  of  Pop,  Richard  Hamilton  delivered 
a  crucial  paper  on  consumer  goods  (later 
published  in  Design  Feb.  i960  under  the  title 
'Persuading  Image'). 

Although  most  of  his  paintings  show  the 
influence  of  this  study  in  varying  degrees,  none 
exemplifies  its  effect  on  his  work  more  than 
$he:  Hamilton  himself  has  described  it  as 
'a  sieved  reflection  of  the  ad-man's  paraphrase 
of  the  consumers'  dream'. 

In  the  foreground,  part  of  a  Wcstinghouse 
vacuum  cleaner  becomes  a  toaster:  a  favourite 
image  of  Hamilton's  which  won  him  the 
John  Moores  joint  first  prize  at  Liverpool, 
last  year.  In  the  background,  there  is  a  blow-up 
from  a  Whirlpool  refrigerator  ad;  and  $/ie, 
herself,  is  derived  from  an  Esquire  photo  of 
Vikky  Dougan. 

Hamilton  has  taken  these  images  and  trans- 
ferred and  refined  them,  within  a  fine  art 
context,  subjecting  them  fastidiously  to  the 
principles  of  an  academic  aesthetic. 

There  is  no  intended  satire  on  the  environ- 
ment depicted;  in  fact,  it  is  shown  with  a  quiet, 
informed  and  controlled  acceptance.  Hamilton 
is  not  an  Oldenburgh,  inflating  and  distorting 
the  foibles  and  idiocies  of  the  consumer  society 
into  mocking,  hysterical  monsters.  The  strong- 
est emotion  that  he  allows  himself  is  a  mild, 
subdued  irony,  such  as  that  inherent  in  the 
sketch  of  Sophia  in  Hers  is  a  lush  situation. 

Only  direct,  political  involvement  produces 
anything  approaching  emotional  aggression, 
as  in  Portrait  of  Hugh  Gaitskell  as  a  Famous 
Monster  of  Filmland,  and  this  is  a  single  isolated 
example,   with  no  similar  equivalent. 


7.  Richard  Hamilton.  $he,  1958-61.  Oil  cellulose 
collage  on  panel  48  X  32  inches.  Tate  Gallery. 
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8.  Jan  van  Goyen. 
River  scene.  Canvas  21 
X  26 1  inches.  Signed 
with  a  monogram 
and  dated  1651.  H. 
Terry-Engell. 


Hamilton  repeatedly  insists  that  he  is  a  fine 
artist,  trained  in  the  traditional  Slade  and 
Academy  schools,  and  his  function  does  not 
extend  beyond  the  limits  of  art,  which  he 
interprets  as  reflecting  and  alluding  to  the 
cultural  environment,  rather  than  offering  any 
critical  comment  upon  it. 

Seeing  the  mass  of  works  assembled  for  the 
Tate  retrospective,  what  one  had  once  admired 
as  a  rigorous  application  of  a  necessary  disci- 
pline, emerges  as  something  more  like  neglect. 
The  indisputable  feature  of  his  work  is  his  assid- 
uous and  virtuoso  technical  ability.  Each  image 
presented  is  immaculately  conceived  and  execu- 
ted, with  a  devastating  conscious  purity  and  care, 
which  invites  one  to  compare  his  work  with  the 
greatest  artists  of  the  Renaissance,  rather  than 
with  the  brasher,  tawdry  work  which  consti- 
tutes so  much  of  Pop.    -  • 

However,  one  is  never  sure  whether  this  is 
enough.  In  $he  one  wants  some  assurance,  some 
indication  as  to  whether  the  artist  is  worship- 
ping at  the  media  shrine  of  the  brand  image,  or 
whether  he  is  vigorously  opposed  to  the 
materialistic  environment  which  he  is  depicting. 

But  Hamilton  will  never  commit  himself: 
he  will  be  judged  only  as  a  professional  artist, 
and  one  has  to  admit  he  is  a  very  good  one. 

Exhibition  of  Old  Masters 

March  1970 

H.  Terry-Engell  Gallery,  8  Bury  Street, 

St.  James's,  S.W.i. 

Reviewed  by  sibylla  jane  flower 

The  spring  show  at  Terry-Engell  contains  an 
instructive  cross-section  of  Dutch  and  Flemish 
painting  of  the  16th  and  17th  centuries.  The 
Jan  van  Goyen  River  Scene  illustrated,  a  late 
work  on  canvas,  signed  and  dated  1651,  shows 
to  perfection  the  sure  grasp  of  compositional 
technique  Van  Goyen  had  acquired  by  this 
period.  The  intimacy  of  the  scene  and  the 
effect  of  calm  is  heightened  by  the  grey-green- 
brown  tonality  which  suffuses  the  whole  com- 
position and  provides  an  anchor  as  the  eye 


detects  the  movement  within  the  painting — ■ 
the  group  of  figures  moving  across  the  front  of 
the  church,  the  rowing  boat  in  the  foreground, 
the  boats  and  sails  beyond  and  the  broad  sweep 
of  the  river  as  it  winds  into  the  far  distance — 
and  above  all,  the  clouds,  painted  with  the  same 
exquisite  detail  which  characterizes  the  whole. 

What  greater  contrast  could  be  provided  by 
the  Emanuel  de  Witte  Family  Group  signed  and 
dated  1678,  with  all  its  richness  of  colour  and 
detail,  the  elaborate  setting,  the  costumes  and  all 
the  devices  dear  to  de  Witte's  heart  and  to  his 
fellow-countrymen  of  the  day — a  compendium 
of  Dutch  painting  in  fact,  on  one  canvas;  for 
de  Witte,  besides  placing  the  three  figures  in  an 
interior  complete  with  tiled  floor  and  other 
carefully  studied  decorative  furnishings,  places 
on  the  wall  behind  the  family  group  a  painting 
of  the  interior  of  a  Dutch  church  and  to  the 
left  an  elaborate  exercise  in  perspective,  a 
distant  view  of  garden  and  statuary.  A  notable 
addition  in  fact  to  any  collection  bent  on 
conveying  something  of  the  Dutchness  of 
Dutch  Art. 

Italian  Drawings  from  the  Ashmolean 
Museum,  Oxford 

18  February  -  21  March  1970 
Wildenstein  Gallery 
147  New  Bond  Street,  W.i. 
Reviewed  by  sibylla  jane  flower 

All  visitors  to  the  loan  exhibition  in  aid  of  the 
Friends  of  the  Ashmolean  who  come  away  from 
Wildenstein  refreshed  and  exhilarated  by  what 
they  have  seen,  will  cross  the  threshold  with  the 
salutary  message  of  Dcnys  Sutton's  introduc- 
tion to  the  catalogue  bringing  them  sharply 
down  to  earth.  For,  in  a  short  essay,  admirably 
pieced  together  from  a  variety  of  contemporary 
sources,  he  chronicles  the  shameful  chain  of 
events  which  led  to  the  partial  dispersal  of  the 
collection  of  Old  Master  drawings  assembled  by 
Sir  Thomas  Lawrence — second  to  none — the 
chance  to  acquire  it  for  the  nation  in  its  entirety 
lost  due  to  the  procrastinations  of  successive 


governments  to  a  background  of  pleas,  public 
subscriptions  and  petitions.  It  is  a  familiar 
story,  the  Leonardo  cartoon  not  so  many  years 
ago,  Heveningham  Hall  only  yesterday.  And 
there  is  Talleyrand  in  1834  ruefully  watching 
Brougham  leafing  through  a  selection  of 
Lawrence's  collection  to  Eastlake's  persuasive 
commentary.  'Si  vous  n'achetez  pas  ces  choses- 
la,  vous  etes  des  barbares.'  But  the  Government 
made  no  move. 

Many  of  the  drawings  finally  reached  Oxford 
due  to  the  heroic  efforts  of  two  individuals, 
Samuel  Woodburn  and  Henry  Wellcsley,  and 
the  last-minute  intervention  of  the  2nd  Earl 
ot  Eldon,  as  readers  of  Mr.  Sutton's  essay  will 
find  out.  But  we  must  not  forget  that  the  facts 
are  presented  in  the  catalogue  to  remind  us  that 
these  drawings,  whose  fate  hung  in  the  balance 
of  public  indifference,  form  a  very  small  part 
of  one  of  the  great  museums  of  the  world,  one 
which  deserves  to  be  far  better  known  and 
widely  appreciated  than  it  is,  and  that  this 
same  public  indifference  has  prompted  the 
Museum  to  form  a  body  of  supporters  to 
publicize  its  riches.  And  what  riches!  As  this 
survey  of  Italian  drawings  selected  by  Kenneth 
Garlick  and  Denys  Sutton  amply  demonstrates. 
The  illustration  shows  one  of  the  exhibits,  a 
drawing  by  Titian  of  a  horse  plunging  to  the 
ground,  the  rider  still  brandishing  his  lance  in 
the  air  as  he  is  'hrown.  It  is  most  probable, 
although  not  all  scholars  agree,  that  this  was 
executed  in  connection  with  the  Battle  of  Cadore 
painted  for  the  Sala  del  Maggior  Consiglio  in 
the  Doge's  Palace  between  1537  and  1539  and 
destroyed  by  fire  in  1577 — one  of  the  official 
commissions  which  intermittently  plagued 
Titian's  life.  The  Tietzes  worried  by  its  lack  of 
resemblance  to  details  in  the  Cadore  composi- 
tion and  noting  its  final  state  place  it  later, 
c.  1562,  but  again  connected  with  some  battle 
scene.  An  interesting  contrast  is  provided  by  a 
sheet  of  Michelangelo  studies,  three  sketches  of 
a  horse  drawn  from  the  life  and  a  battle  scene 
all  of  which  presumably  connect  with  the 
Battle  of  Cascina  and  date  from  about  1505;  on 
the  verso  are  five  drafts  of  poems  in  Michel- 


9.  Titian.  Horse  and  rider  falling.  Black  chalk  on 
discoloured  grey  paper,  squared  for  enlarge- 
ment in  red  chalk  10^  X  iof  inches.  Collec- 
tion: Ashmolean  Museum.  Wildenstein. 
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angelo's  hand,  two  sonnets  and  three  love- 
songs.  Two  items  from  one  of  the  best  exhibi- 
tions to  be  mounted  in  London  for  a  very 
long  time. 

The  Mount  Trust  Collection  of  Chinese 
Art 

21  January  -  8  March  1970 
Victoria  6V  Albert  Museum, 
South  Kensington,  S.W.7. 
Reviewed  by  diana  mi>\\  i  1 1 

The  Mount  Trust  Collection,  formed  by  the 
late  Captain  Vivian  Bulkclcy-Johnson,  com- 
prises a  wide  range  of  bronze  and  ceramic 
wares  from  the  earliest  period  to  the  Ch'ing 
dynasty,  including  in  particular  a  very  fine 
neolithic  earthenware  bowl  of  P'an  Shan  type 
with  painted  interior  decoration.  There  are 
also  some  interesting  examples  of  Shang  (2nd 
millenium  B.C.)  sacrificial  vessels,  but  perhaps 
the  most  fascinating  objects  are  the  pottery 
tomb  figures  of  the  T'ang  dynasty  (a.d.  618— 
906). 

In  very  early  times  the  relatives  and  retainers 
of  a  dead  man  were  buried  alongside  him, 
together  with  all  other  objects  he  would  need 
in  after  life.  When  this  practice  was  abandoned, 
straw,  wood,  and  later  pottery  figures  were 
substituted,  until,  by  T'ang  times,  extravagant 
funerary  display  was  common  to  all  classes, 
and  a  wide  range  of  figures,  both  animal  and 
human  were  being  produced.  Two  fine 
examples  of  dancing  girls  are  to  be  seen  in  this 
exhibition:  they  are  of  unglazed  earthenware 
and  consequently  very  little  of  the  original 
coloured  pigment  remains.  One,  illustrated 
here,  bends  low  on  the  ground  performing  a 
sleeve  dance.  The  other,  about  10  inches  high, 
stands  elegantly  swaying  to  one  side  with  her 
raised  arms  forming  two  graceful  curves.  There 
are  also  two  small  seated  lady  musicians,  only 
about  4  inches  in  height,  less  dramatically 
conceived,  calmer  and  more  demure,  but 
equally  attractive. 

The  illustrated  catalogue  with  introduction 
and  notes  by  John  Ayres  will  remain  on  sale  at 
the  Victoria  and  Albert  Museum  after  the 
exhibition  closes.  It  is  hoped  that  the  Collection 
will  be  shown  later  in  Sheffield,  and  Manchester, 
as  well  as  a  number  of  other  museums  through- 
out the  country. 

10.  Chinese  girl  dancer.  Unglazed  whitish 
earthenware  with  traces  of  coloured  pigments. 
T'ang  dynasty,  7th  century.  Height  \\  inches. 
The  Mount  Trust  Collection.  Victoria  and  Albert 
Museum. 


Some  Exhibitions 
in  April 


Italian  Sculpture 

7  April  -  9  May  1970 

Circle,  4s. s  Fulham  Road,  S.W.10 

Maxwell  Armfield 

6  April  -  1  May  1970 
The  Fine  Art  Society  Ltd., 
148  New  Bond  Street,  W.i 

Gwyther  Irwin  -  Sculpture 

7  April  -  2  May  1970 

Gimpcl  Fils,  50  South  Molton  Street,  W.i 

Frank  Dolphin 

2  April  -  25  April  1970 

Grabowski  Gallery,  84  Sloane  Avenue,  S.W.3 

Batiss  'My  Africa' 

24  March  -  24  April  1970 

Grosvenor  Gallery,  30  Davies  Street,  W.i 

Trova 

March  -  April  1970 

Hanover  Gallery,  32a  St.  George  Street,  W.i 

Rodin  -  Sculpture  and  Drawings 

24  January  -  5  April  1970 

Hay  ward  Gallery,  Belvedere  Road,  S.E.i 

(Arts  Council  exhibition) 

Picasso  -  347  engravings 

5  March  -  19  April  1970 
Institute  of  Contemporary  Arts, 
Nash  House,  The  Mall,  S.W.i 

Dutch  and  Flemish  Old  Master  Paintings 

Opening  14  April  1970 

Brian  Koetser  Gallery,  38  Duke  Street, 

St.  James's,  S.W.i 

Henri  Matisse  -  Graphic  Work 

April  1970 

Lumley  Cazelet  Ltd.,  24  Davies  Street,  W.i 

Moore,  Picasso,  Sutherland  -  Drawings 
and  watercolours 

20  March  -  1  May  1970 
Marlborough  Fine  Art  Ltd., 
39  Old  Bond  Street,  W.i 

Joe  Tilson  -  'Pages' 

19  March  -  18  April  1970 
Ron  Kitaj 

24  April  -  23  May  1970 
Marlborough  New  London, 
17-18  Old  Bond  Street,  W.i 

Anthony  Fry 

7  April  -  2  May  1970 

New  Art  Centre,  41  Sloane  Street,  S.W.i 


11.  Denis  Thomas  writes:  This  vivacious  water- 
colour  drawing  by  Paul  Sandby  of  Sir  Peter 
Francis  Bourgeois  R.A.  and  the  picture  dealer 
Noel  Desenfans  was  shown  at  the  Dulwich 
College  Picture  Gallery  as  part  of  a  special 
exhibition  to  mark  the  350th  anniversary  of  the 
College's  foundation.  The  Dulwich  collection 
(including  three  important  Rembrandts  among 
many  17th-century  masterpieces)  was  origin- 
ally formed  by  Desenfans  who  offered  it  for 
sale — unsuccessfully — to  the  British  Govern- 
ment as  the  basis  of  a  national  gallery.  It  was 
left  to  Dulwich  College  by  his  widow  and  by 
Sir  Francis  Bourgeois,  and  remains  virtually 
intact.  The  Gallery,  built  by  Sir  John  Soane, 
was  opened  in  1814, 


Dutch  and  Flemish  Masters  of  16th  and 
17th  century 

April  1970 
Pulitzer  Gallery, 

5  Kensington  High  Street,  S.W.8 

Dutch  and  Flemish  Old  Masters 

April  1970 

Richard  Green,  36  Dover  Street,  W.i 

From  Sickert  to  Sutherland  -  English 
paintings  and  drawings 

2  April  -  2  May  1970 
Roland,  Browse  and  Dclbanco, 
19  Cork  Street,  W.i 

London  Group 

April  1970 

Royal  Academy  of  Arts,  Piccadilly,  W.i 

Daniel  Lang 

24  March  -  18  April  1970 

A.  Tooth  &  Sons  Ltd.,  31  Bruton  Street,  W.i 

Anthony  Rossiter  -  Paintings 

7  April  -  25  April  1970 

John  Whibley  Gallery,  22  Cork  Street,  W.i 

David  Hockney  -  paintings  and  graphics 

I  April  -  3  May  1970 

Whitechapel  Art  Gallery,  High  Street,  E.i 

Intending  visitors  are  advised  to  check  with  the 
gallery  before  making  a  special  journey. 


198 


The  Connoisseur's  Diary 

Brother  in  marble:  early  enamels  at  Chicago 


IN  THE  face  of  increasing  international  com- 
petition and  in  spite  of  ludicrously  small 
purchase  grants  by  comparison  with  their 
American  counterparts  British  art  galleries  can 
still  make  major  art  acquisitions.  This  has  been 
done  by  the  Walker  Art  Gallery,  Liverpool, 
which  has  paid  £20,000  for  the  marble  bust  of 
Nicolas  Coustou  pictured  at  right.  This  was 
sculptured  by  his  brother,  Guillaume  Coustou 
(1677-1746),  one  of  the  leading  French  sculptors 
of  the  early  18th  century  and  best  known  for 
his  work  for  Louis  XV.  This  included  the 
famous  Marly  Horses  in  Paris.  The  Walker 
Art  Gallery  has  been  building  up  a  group  of 
sculpture  to  complement  its  collection  of  Euro- 
pean painting,  and  the  Coustou  work  is  the 
first  18th-century  bust  to  enter  the  collection. 

Costume 

THE  United  Kingdom  abounds  in  private 
societies  concerned  with  the  arts.  All  have 
thriving  memberships,  many  with  American 
associate  members.  One  whose  literature  and 
activities  clearly  indicate  that  the  subject  is  full 
not  only  of  history  but  of  technology  is  devoted 
to  period  costume.  Formed  in  1965,  and  now 
under  the  chairmanship  of  Dr.  Roy  Strong,  the 
aims  of  the  Costume  Society  are  to  promote 
the  study  and  preservation  of  significant 
examples  of  historic  and  contemporary  cos- 
tume. This  includes  the  documentation  of 
surviving  examples  and  the  study  of  the  decora- 
tive arts  allied  to  the  study  of  dress,  as  well  as 
the  literary  and  pictorial  sources.  Membership 
secretary  is  Mrs.  Anne  Thomas,  58  Paddens- 
wick  Road,  London,  W.6. 

Martin  D'Arcy  Gallery 

MARKING  the  centennial  of  Loyola  Uni- 
versity, Chicago,  and  on  the  occasion  of  the 
acquisition  of  several  important  enamels,  its 
Martin  D'Arcy  Gallery  of  Art  exhibited  41 
rare  enamelled  pieces  from  its  own  and  private 
collections.  Focal  point  of  the  exhibition,  con- 
ceived by  the  gallery's  director,  Donald  F. 
Rowe,  S.J.,  in  honour  of  Father  D'Arcy,  was 
the  14th-century  translucent  enamel  and  gold 
devotional  altarpiece  (2g  X  3I)  inches  of  Mary, 
Queen  of  Scots.  From  England  was  loaned  the 
'Golden  George'  of  St.  Thomas  More,  the 
great  early  16th-century  German  enamelled 
pendant.  Copies  of  the  important,  illustrated 
catalogue,  'Enamels  from  the  Twelfth  to  the 
Sixteenth  Century',  can  still  be  obtained  (five 
dollars)  from  the  Gallery:  6525  North  Sheridan 
Road,  Chicago. 

Authors  seeking  information 

DR.  MARION  L.  SPENCER  is  preparing  a 
catalogue  raisonnc  of  the  paintings  of  R.  P. 
Bonington  (1802-28)  for  publication  by  the 
Paul  Mellon  Foundation  for  British  Art  (38 
Bury  Street,  London,  S.W.i)  and  would  like  to 


Marble  bust,  22^  inches  high  excluding  the 
base,  of  Nicholas  Coustou  acquired  by  the 
Walker  Art  Gallery,  Liverpool,  from  London's 
Heini  Gallery.  See  first  story. 


hear  from  any  readers  who  possess  works  by 
Bonington,  or  other  directly  related  material. 

Mr.  Maurice  Lindsay  (11  Great  Western 
Terrace,  Glasgow,  W. 12,  Scotland)  requires  to 
know  the  whereabouts  of  a  portrait  of  the 
authoress  of  "A  Companion  and  Useful  Guide 
to  the  Beauties  of  Scotland',  first  published  in 
two  volumes  in  1799  as  being  the  work  of  the 
Hon.  Mrs.  Murray  of  Kensington  (b.  1744)  who 
subsequently  became  Mrs.  George  Aust. 


Limoges,  late  twelfth-century  bronze  angel 
the  wings  decorated  with  champleve  enamel, 
one  of  a  number  of  rare  enamelled  objects  in 
the  collection  of  Loyola  University,  Chicago. 
See  'Martin  D'Arcy  Gallery'. 


Mr.  Vern  Pascal  (P.O.  Box  132,  San  Luis 
Obispo,  California  93401)  requires  letters, 
documents,  newspaper  cuttings  and  any  other 
material  for  a  book  and  catalogue  raisonne  on 
the  work  of  Albert  Bierstadt  (1 830-1902). 

Mr.  Peter  A.  B.  Johnson  and  Mr.  Ernie 
Money  (the  Lowndes  Lodge  Gallery,  27 
Lowndes  Street,  London,  SW.i)  arc  preparing 
a  book  on  the  Nasmyth  family  of  painters  and 
would  like  to  hear  from  any  readers  who  may 
have  information  on  any  work  by  a  member  of 
the  family. 

Dr.  A.  E.Wales  (28  Avenue  Victoria,  South 
Cliff,  Scarborough)  is  preparing  a  thesis  on  the 
life  and  work  of  Smithson  Tennant,  M.D., 
F.R.S.  (1761-1815)  and  requires  a  likeness  of 
Tennant.  The  latter  was  Professor  of  Chemistry 
at  Cambridge  from  181 3  to  1815  and  may  have 
been  painted  in  miniature  at  that  time  by 
Sylvester  Harding  (1745-1808). 


Cabinetmakers  and  Mr.  Honour 

MR.  HUGH  HONOUR  is  billed  by  the 
publishers  of  his  latest  book  as  'freelance 
journalist  and  writer.'  In  fact  he  is  one  of  the 
most  industrious  and  skilled  art-historians  in 
Europe.  That  he  now  devotes  most  of  his  time 
to  art  books  is  evident  from  the  series  'The 
Social  History  of  the  Decorative  Arts'  which  is 
now  in  production  under  his  general  editorship 
from  the  same  publishers.  His  own  latest  pro- 
duction, Cabinetmakers  and  Furniture  Designers 
(Weidenfcld  and  Nicolson,  London,  jT$  5s.), 
with  35  colour  plates  and  229  black  and  white 
subjects,  is  not  merely  another  richly  illustrated 
book  on  antique  furniture,  but  its  pages  convey 
an  intelligent  message.  The  latter  takes  the  form 
of  a  series  of  brief  but  highly  interesting  essays 
on  52  individual  and  international  furniture 
makers  or  designers.  These  range  from  Jacques 
Androuet  du  Cerccau  (circa  1520-n'rat  1584),  a 
number  of  whose  designs  arc  in  the  Victoria 
and  Albert  Museum,  to  designs  for  an  armchair 
which  secured  for  the  contemporary  designer, 
Charles  Eames,  a  winning  award  in  the  exhibi- 
tion 'Organic  Design  in  Home  Furnishing'  at 
the  Museum  of  Modern  Art  in  New  York  in 
1941.  Mr.  Honour  recalls  cabinetmakers  whose 
names  have  tor  long  been  obscure  or  forgotten. 
In  doing  so  he  has  investigated  in  depth  the 
relationships  which  existed  at  different  periods 
and  places  between  craftsmen,  designers  and 
workshop  or  factory  owners.  Appropriately 
the  attractive  endpapers  show  Louis  XIV  in- 
specting furniture,  metalwork  and  tapestries  at 
the  Gobelins  factory. 


CHELSEA  Spring  Antiques  Fair  will  be  held 
at  Chelsea  Old  Town  Hall,  London,  from 
March  11  to  21. 
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Spanish  and  Portuguese  silver  of  the  Renaissance 


THE  GOLDEN  AGE    OF  HISPANIC 

SILVER:  By  Charles  Oman.  (Her  Majesty's 

Stationery  Office.  £7.) 
SPANISH  silver  from  the  [5th  and  16th  cen- 
turies belongs  to  the  most  important  attribu- 
tions to  Goldsmiths'  art  ever  made.  There  is, 
however,  very  little  published  about  it,  especi- 
ally about  its  stylistic  development,  and  a  book 
from  Charles  Oman,  who  has  made  more 
research  in  this  field  than  anybody  else,  is  there- 
fore an  event  of  highest  importance. 

This  book  is  a  catalogue  of  the  collections  of 
Spanish  and  Portuguese  silver  in  the  Victoria 
&  Albert  Museum,  but  it  is  much  more  than 
that.  The  collections  are  by  far  the  most 
important  in  this  field  outside  Spain.  Even  if, 
by  natural  reasons,  it  does  not  contain  top 
pieces  like  the  most  important  ones  in  some  of 
the  Spanish  Cathedrals,  it  is  rich  enough  to 
illustrate  the  different  aspects  of  Spanish  gold- 
smiths' art  practically  in  all  its  details.  Apart 
from  that,  the  author,  with  his  eminent  know- 
ledge of  the  subject,  draws  parallels  with  silver 
in  Spain  and  gives  illustrations  when  necessary. 
Of  special  importance  is  the  introduction, 
where  he  gives  a  picture  of  the  stylistic  develop- 
ment, and  where  he  can  build  upon  several 
decades  of  personal  studies  in  Spanish  churches. 
In  Spain  practically  all  silver  of  any  importance 
preserved  till  today  is  of  ecclesiastic  origin  and 
belongs  to  the  churches,  whereas  the  collections 
in  the  museums  usually  are  of  minor  interest. 

The  stylistic  development  of  Spanish  silver  is 
a  complicated  matter  during  the  15th  and  the 
first  half  of  the  16th  century,  due  to  the  political 
circumstances,  especially  the  division  into  the 
kingdoms  of  Castille  and  Aragon.  The  author 
explains  the  differences  better  and  more  clearly 
than  has  ever  been  done  before. 

The  Portuguese  goldsmiths'  art  is  a  very 
interesting  chapter  too,  even  if  not  quite  so 
fascinating  as  the  Spanish.  Here,  on  the  other 
hand,  the  literature  is  much  richer  and  the 
studies  are  made  much  easier  through  the 
excellent  collections  in  the  Museu  de  Arte 
Amiga,  Lissabon,  and  the  Museu  Machado  de 
Castro,  Coimbra. 

In  reality  Spain  was  not  one  country  but  the 
two  kingdoms  of  Castille  and  Aragon.  This 
division  is  visible  also  in  the  goldsmiths'  works, 
as  said  above,  but  there  are  also  provincial 
differences  in  the  two  kingdoms.  When  the  two 
kingdoms  came  under  one  ruler  one  could 
imagine,  that  there  would  be  an  artistic  unifica- 
tion at  the  court  of  the  rulers,  but  this  did  not 
happen,  because  the  king  between  15 19  and 
1556  was  the  emperor  Charles  V,  who  spent 
very  little  time  in  Spain.  With  his  son,  Philip  II, 
there  is  for  the  first  time  a  silver  style,  which 
can  be  described  as  a  style  for  Spain  as  a  whole. 
Apart  from  that,  the  Spanish  court  never 


ordered  silver  to  an  extent  comparable  to  that 
which  other  European  monarchs  ordered  for 
their  personal  use.  The  Church  always  remained 
the  principal  employer  of  the  goldsmiths. 

It  has  always  been  said  that  the  extreme 
wealth  of  silver  in  the  Spanish  churches  is  due 
to  the  fact  that  Spain  had  in  Mexico  found  the 
richest  silver  mines  in  the  world.  The  author, 
however,  points  out,  that  the  large  amount  of 
silver  coming  into  Spain  did  not  take  place  until 
the  middle  of  the  16th  century  and  remained 
large  until  about  1630,  whereas  the  most 
important  contributions  of  silverwork  started 
and  ended  earlier. 

The  silver  in  the  churches  contains  all  the 
subjects  usually  to  be  found  in  catholic  churches, 
chalices,  altar  and  processional  crosses,  reliqua- 
ries, pastoral  staffs,  monstrances,  paxes,  etc.,  but 
the  most  important  subjects  are  something 
typical  for  Spain,  the  so  called  custodias.  They 
are  architectural  compositions  used  for  the 
procession  at  the  Corpus  Christi.  There  are 
examples  from  late  15th  century,  but  the  most 
magnificent  ones  were  made  in  the  16th  cen- 
tury, when  the  richest  cathedrals  ordered  cus- 
todias which  can  reach  a  height  of  1 1  feet.  There 
is  no  custodia  in  the  collections  of  the  Victoria 
&  Albert  Museum  (as  a  matter  of  fact,  only 
one  museum  outside  Spain,  The  Hispanic 
Society  in  New  York,  is  in  possession  of  one) 
but  there  are  two  silver  figures,  probably  from 
a  very  famous  custodia  in  Cuenca,  which  was 
melted  down  during  the  Napoleonic  wars  in 
1808.  It  was  made  by  the  brothers  Alonso  and 
Francisco  Becerril  of  Cuenca,  belonging  to  a 
very  famous  dynasty  of  goldsmiths.  Francisco's 
son  Christobal  has  made  the  custodia  in  New 
York,  which  the  author  calls  the  largest  sur- 
viving product  of  the  Becerril  workshop.  It  is, 
however,  not  quite  true,  as  there  is  a  much  more 
important  custodia  in  a  village  called  Iniesta, 
signed  by  Francisco  in  1556,  but  unfortunately 
practically  unknown. 

The  most  important  Spanish  renaissance  gold- 
smiths are  the  three  Arfe,  father,  son  and  grand- 
son. The  father,  Enrique,  came  from  Germany 
to  Spain  about  1500  and  settled  down  in  Leon. 
He  made  a  number  of  custodias,  the  most 
important  ones  in  the  cathedrals  of  Cordova 
and  Toledo.  They  are  made  in  late  gothic 
architectural  style  with  marly  small  figures.  The 
son  and  the  grandson,  also  used  architectural 
elements  in  their  custodias  but  changed  the 
style  to  renaissance.  The  grandson,  Juan,  also 
wrote  books,  where  he  showed  himself  as  a 
warm  admirer  of  Vitruvius  and  an  outspoken 
enemy  to  mannerism  He  puts  his  father, 
Antonio,  as  the  pioneer  of  the  renaissance  style, 
but  the  author  shows,  that  this  is  not  true,  as 
there  are  other  goldsmiths,  especially  Juan  de 
Orna  and  fuan  Ruyz,  who  made  renaissance 


custodias  earlier  than  Antonio.  One  of  these,  a 
custodia  in  Jaen  made  by  Ruyz  is  in  the  con- 
tract from  1533  called  'a  la  Romana'.  The 
author  says,  that  this  custodia  has  perished,  but 
as  far  as  I  understand,  the  one  which  stands  in 
the  cathedral  of  Jaen  today  must  be  just  the  one 
mentioned  in  the  contract. 

During  the  reign  of  Philip  II  a  new  and  com- 
pletely different  style  appeared,  influenced  by 
the  austere  style  of  contemporary  architecture, 
above  all  that  of  Escorial.  Typical  for  this  style 
is  simplicity  in  form  with  fine  proportions,  few 
and  relatively  schematic  ornaments.  The  result 
is  completely  different  to  Juan  de  Arfe's  classical 
architecture  and  also  from  the  richly  decorated 
mannerist  style.  The  new  style  was  accepted 
over  the  whole  of  Spain  but  existed  during  a 
long  period  side  by  side  with  classicism  and 
mannerism.  One  of  the  most  important  gold- 
smiths working  in  this  style  was  Francesco 
Merino,  who  in  1569  made  the  shrine  of  San 
Eugenio  in  the  Toledo  cathedral  and  in  1593  for 
the  same  cathedral  the  shrine  of  Santa  Leocadia. 
The  two  shrines  are  among  the  most  important 
silver  works  in  the  'Philip  II'  style,  but  the 
shrine  from  1569  was  made  after  designs  by 
Nicolas  Vergara,  and  the  one  from  1593  follows 
in  the  composition  of  the  older  one.  It  can, 
therefore,  be  questioned,  how  much  Merino 
personally  was  responsible  for  the  development 
of  the  style,  but  he  evidently  was  one  of  its  first 
contributors,  as  the  author  points  out.  He 
delivered  in  1580  to  the  Sevilla  Cathedral  a 
processional  cross  in  pure  'Philip  II'  style,  after 
his  design  for  a  custodia  had  been  refused  in 
favour  of  that  by  Juan  de  Arfe. 

Among  secular  silver  by  far  the  most  import- 
ant type  of  specimens  is  the  round  dish.  The 
Victoria  &  Albert  Museum  has  a  great  number 
of  these  dishes,  dating  from  late  15th  century 
till  about  1660.  As  an  explanation  for  the  great 
amount  of  these  dishes  it  is  to  be  remembered, 
that  they  were  also  used  in  the  churches  for  the 
ritual  hand  washing. 

Usually  the  Spanish  silver  is  of  greater  interest 
than  the  Portuguese,  but  the  Portuguese  dishes 
with  their  embossed  figures  and  ornaments  are 
of  a  higher  interest  than  their  Spanish  counter- 
parts. The  collection  contains  outstanding 
examples  of  both  kinds,  even  compared  to  the 
best  collections  in  Spain  and  Portugal,  second 
only  to  the  remarkable  collection  in  the  Ajuda 
palace  in  Lisbon. 

A  very  intriguing  question,  to  which  the 
author  only  has  given  a  few  lines  is  the  one 
concerning  the  filigree  works.  There  is  in  the 
collection  a  very  important  casket  with  filigree 
work  from  Granada's  late  Moorish  time.  Fili- 
gree work  was  relatively  common  in  Spain  in 
the  16th  century,  especially  for  jewellery,  but 
also  for  other  things,  and  this  is  probably 
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inherited  from  Moorish  goldsmiths'  art.  In 
Portugal,  on  the  other  hand,  caskets  in  filigree 
work  are  said  to  have  been  imported  from 
India.  I  therefore  believe  that  the  filigree  art  on 
the  Iberian  peninsula  has  two  sources,  one  the 
local  tradition,  the  other  influence  from  India, 
where  the  latter  is  seen  on  works  with  filigree 
without  background  as  seen  on  a  casket,  a 
plateau  and  a  tray  in  the  museum's  collection. 

Everyone  studying  Spanish  silver  will  find  in 
this  book  better  information  than  anyw  here 
else.  It  is,  therefore,  a  great  pity,  that  the  illus- 
trations are  far  from  good.  Neither  the  quality 
of  the  photographs,  nor  the  way  they  have  been 
reproduced  are  adequate  to  modern  standards. 
— C.H. 

THE  EUSTON  ARCH  AND  THE 
GROWTH  OF  THE  LONDON,  MID- 
LAND AND  SCOTTISH  RAILWAY: 

By  Alison  and  Peter  Smithson.  Foreword  by 
Nikolaus  Pevsner.  (Thames  and  Hudson.  42s.) 
LIKE  Bunning's  unique  Coal  Exchange,  Hard- 
wick's  brooding  propylaeum  at  Euston  was 
ruthlessly  swept  into  oblivion — or  was  it? 
Materially,  yes;  in  spirit,  not  so:  for  the  insensi- 
tivity  and  procrastination  of  those  in  whose 
hands  lay  its  fate  has  evoked  a  remarkable 
lament  for  its  obliteration  and  an  appeal  for  the 
future.  Couched  in  the  staccato  modern  idiom, 
this  forthright  denunciation  of  official  apathy 
and  ignorance  comes  not  from  the  old  order, 
but  from  the  new.  Its  authors  are  themselves 
architects  of  today  and  this  a  skilfully  built  up 
structural  creation  rather  than  a  book.  Here 
brilliant  graphic  montage  reinforced  with  telling 
literary  allusions  ranges  over  the  lite-span  of  its 
heart  and  inspiration  the  famous  'Euston  Arch', 
gateway  to  the  Victorian  age  of  Britain's 
mightiest  mechanical  and  industrial  achieve- 
ments. 

Though  its  full  significance  is  not  here 
brought  out,  to  assess  the  magnitude  of  the  loss 
of  the  'Arch'  would  have  been  impossible  with- 
out the  enthusiastic  work  of  a  handful  of  gifted 
contemporary  artists.  In  1837  and  1840,  the 
architect  Philip  Hardwick  himself  exhibited 
three  drawings  of  the  London  and  Birmingham 
Railway  at  the  R.A.  and  his  splendid  Diploma 
work  of  1841  gave  dignity  and  meaning  to  the 
'Arch'  for  all  time.  Compared  with  this,  the 
dreary  photographic  studies  which  the  Smith- 
sons  have  used  seem  to  bear  already  the  smoky 
shadow  of  impending  doom.  The  fine  repre- 
sentation of  the  Great  Hall  at  Euston  by  Hard- 
wick's  son  Philip  Charles,  shown  at  the  R.A.  in 
1849,  is  now  in  the  care  of  the  R.I. 13.  A. 

John  Cooke  Bourne's  outstanding  impres- 
sions of  the  construction  of  the  'Arch',  together 
with  his  spirited  sketches  of  the  men  who  built 
the  line,  vie  with  the  painter-like  compositions 
of  Thomas  Talbot  Bury.  Both  were  young 
men  at  the  time  whose  youthful  zeal  shines 
through  lively  and  illuminating  records  that  no 
camera  could  hope  to  equal.  With  draughtsmen 
like  Duncan  and  Tait,  and  Bissel  the  litho- 
grapher, these  artists  imparted  vivid  action  to 
the  early  days  of  the  Railway  Age  that  remains 
unforgettable,  and  serves  to  contrast  the  up- 
surging inventiveness  of  that  era  with  the  slow 


deterioration  in  20th-century  standards. 

Today  the  artist  has  come  into  his  own  again. 
London  Transport,  ever  far-looking  in  good 
taste  and  design,  has  immortalized  the  'Arch'  in 
Tom  Eckersley's  sable  and  flame  tiled  symbol 
at  Euston  station  on  the  Victoria  Line. — J.R.F.T. 

MEDICAL  CERAMICS:  By  J.  K.  Crellin. 
A  Catalogue  of  the  English  and  Dutch  Col- 
lections 111  the  Museum  of  the  Wellcome 
Institute  of  the  History  of  Medicine,  London. 
(Wellcome  Institute  of  the  History  of  Medi- 
cine. £6  6s.) 
EVERY  field  of  antiquities  has  an  esoteric 
corner  particularly  favoured  by  collectors.  In 
this  respect  English  tin-glazed  earthenware  is 
m>  exception.  Pharmaceutical  wares  <<t  this 
material,  such  as  drug  jars  and  pill  slabs,  have 
long  been  much  sought  after  by  doctors, 
surgeons  and  chemists.  As  a  result  of  this  fierce 
competition  higher  prices  have  been  paid  for 
pieces  of  pharmaceutical  interest  than  for  objects 
of  comparable  rarity  and  often  of  greater 
beauty.  To  specialist  collectors  the  catalogue  of 
the  English  and  Dutch  Collections  in  the  Well- 
come Museum  will  come  as  a  boon.  These 
collections  arc  only  a  small  part  of  the  remark- 
able assembly  of  objects  brought  together  by 
Sir  Henry  Wellcome  with  the  purpose  of 
throwing  light  on  'the  development  of  medical 
ideas  and  practices  from  the  earliest  times  and 
in  all  countries'.  The  author  of  this  catalogue, 
Mr.  John  Crellin  is  primarily  an  historian  of 
medicine  and  pharmacy  but  he  has  gone  to 
considerable  lengths  to  provide  all  the  ceramic 
history  the  average  collector  will  need.  The 
pharmaceutical  information  is  quite  fascinating, 
explaining  the  uses  of  the  extraordinary  shapes 
of  containers  made  for  the  cures  which  most  ot 
our  forefathers  somehow  survived. 

Fortunately  for  the  non-specialist  many  of 
the  objects  in  this  catalogue  are  extremely 
attractive  as  works  of  art  and  this  is  particularly 
true  of  the  tin-glazed  wares.  Drug  jars,  pill- 
slabs,  bleeding  and  barbers'  bowls  appear  here 
in  some  numbers  and  everything  of  any  signifi- 
cance is  illustrated.  The  considerable  volume  of 
illustrations  makes  the  chronological  periods 
clear  and  elucidates  the  differences  between  the 
similar  Dutch  and  English  pieces  which  are  so 
often  confused  in  attribution.  The  very  full 
catalogue  entries  also  contain  a  mass  of  social 
history. 

This  volume  is  the  first  of  two  and  is  pro- 
duced to  a  high  standard.  It  will  be  essential  to 
the  collector  of  pharmaceutical  wares  and  is  of 
a  much  wider  and  more  general  ceramic  interest 
than  its  title  suggests. — M.A. 

THE    CHESTER    GOLDSMITHS:  By 

Canon  Maurice  H.  Ridgway.  (John  Sherratt. 
84s.) 

SIR  Charles  Jackson's  great  work,  English  Cold- 
smiths  and  their  Aiarks  has,  for  nearly  five 
decades,  been  regarded  justifiably  by  both  the 
trade  and  collectors  as  the  fount  of  information 
on  the  subject:  though  it  has  been  recognised 
that  his  sections  on  the  provincial  cities  are 
neither  as  comprehensive  nor  as  reliable  as  the 
section  on  London,  perhaps  because  he  was 


unable  to  verify  personally  the  information 
passed  to  him  by  friends  in  the  provinces. 

For  too  long  the  need  for  research  on  the 
activities  of  the  provincial  goldsmiths  has  been 
neglected,  but  now  comes  a  work  that  demon- 
strates clearly  how  fruitful  such  research  can  be. 
Canon  Ridgway 's  book  on  the  Chester  Gold- 
smiths is  a  landmark  in  a  hitherto  inadequately 
mapped  region.  On  looking  into  it  one  feels,  as 
did  Keats  on  looking  into  Chapman,  like  some 
watcher  of  the  skies  when  a  new  planet  swims 
into  his  ken.  A  preliminary  inspection  of  the 
book  pleases  the  eye,  for  it  is  a  handsome,  well- 
produced  volume,  printed  in  clear  type  on  good 
paper,  with  excellent  photographic  illustrations, 
and  with  a  number  of  informative  lists  or  tables. 
After  a  thorough  perusal  one  appreciates  fully 
with  what  success  the  author  has  overcome  the 
difficulties  of  his  self-imposed  task,  at  which  he 
has  worked  assiduously  for  a  number  of  years. 
He  gives  an  account  of  the  history  of  the 
Chester  Goldsmiths'  Company  from  mediaeval 
times  to  1726.  He  has  compiled  a  comprehen- 
sive list  of  Chester  Goldsmiths  for  the  same 
period,  with  biographical  details,  examples  of 
their  work,  and  a  table  of  reproductions  of  their 
marks — this  last  being  ot  the  utmost  importance. 

This  is  a  book  which  undoubtedly  should 
grace  the  shelf  of  all  who  are  interested  in  the 
somewhat  episodic  but  fascinating  story  of  the 
English  Provincial  Goldsmiths. — R.C.B. 

EGYPTIAN  PAINTINGS  OF  THE  MID- 
DLE KINGDOM:  By  Edward  Terrace. 
(George  Allen  and  Unwin.  ^10  10s.) 
DURING  the  past  few  years  there  has  been  a 
considerable  increase  in  the  publication  ot  well- 
illustrated  books  on  various  aspects  of  Egyptian 
decorative  art.  The  majority  of  these  have  been, 
of  necessity,  large  and  expensive.  Egyptian 
Paintings  oj  the  Middle  Kingdom  is  no  exception 
in  size,  or  price;  but  it  is  indeed  a  magnificent 
production,  an  artistic  work  of  real  merit,  and 
also  of  considerable  interest. 

The  outstanding  feature  of  this  book  is  the 
realistic  effect  of  the  illustrations,  which  is 
enhanced  by  the  use  of  an  unusual,  and  most 
effective  paper.  It  is  printed  in  Italy,  with  true 
Italian  artistic  skill. 

The  title  is  perhaps  slightly  misleading,  as  it 
is  almost  entirely  a  descriptive  record  of  one 
tomb  at  El-Berseh;  with  its  coffins,  and  con- 
tents. The  tomb  is  that  of  Dejuty-Nekht,  a 
provincial  feudal  overlord,  or  'Nomach'  of  the 
district;  and  his  wife.  They  lived  in  approxi- 
mately 1900  B.C.,  at  the  time  of  one  of  the 
'seven  kings  ot  Diospolis'. 

There  are  five  clearly-written  explanatory 
chapters,  which  would  have  been  better  had 
they  been  numbered  other  than  in  the  list  of 
contents.  These  are  followed  by  51  magnificent 
colour  plates,  with  descriptive  notes  opposite 
them. 

It  is  a  little  unfortunate  that  the  author,  who 
writes  well  and  readably,  should  use  one  or  two 
words,  such  as  'simplistic'  (the  correct  meaning 
of  which  is  the  adjective  of  'one  who  deals  in 
herbs'),  and  'painterly';  and  that  the  mis- 
spelling of  Osirian  should  have  been  missed  by 
the  proof-reader. 
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However,  tli is  is  a  book  which  cannot  tail  to 
thrill  the  Egyptologist,  who  will  find  the  impact 
of  the  prints  truly  exciting;  and  the  uniniated 
reader  will  not  find  it  too  difficult. 

The  Middle  Kingdom  period  of  ai  t  incor- 
porated much  that  was  fine  in  Old  Kingdom 
work,  which  is,  of  course,  unsurpassed ;  but 
there  is  also  at  times  a  slight  tendency  towards 
decadence,  although  as  the  author  points  out 
many  maintain  today  that  this  is  not  truly  so. 
Certainly  it  never  reached  the  real  decadence  ot 
the  Armarnan  period. 

It  is  interesting  that  Edward  Terrace  refers  all 
the  time  to  the  'master'  who  decorated  the 
coffins  of  Dejuty-Nekht.  Surely  all  great  tomb 
paintings  were  never  the  work  ot  one  man,  any 
more  than  were  the  incised  engravings  on  the 
great  gold  shrines  of  Tut-ankh-amun.  A  careful 
comparison  of  Plate  XXX.  number  10  in  the 
'Long  Funerary  Inscription'  with  the  exquisite- 
plate  XXXII  will  underline  this. 

Without  question  the  'Procession  of  Ottering 
Bearers',  plate  XLV,  is  one  of  the  most  lovely 
wooden  sculptures  ever  to  be  seen;  and  one 
looks  forward  with  pleasurable  anticipation  to 
the  publication  of  the  subsequent  volume  on 
these  models. — J.  de  P. 


LEONARDO  DA  VINCI  DRAWINGS 
AT  WINDSOR    CASTLE,  VOLS.  I 

AND  II:  By  Kenneth  Clark.  Second  edition, 

revised  with  the  assistance  of  Carlo  Pcdretti. 

(Phaidon,  each.) 
THIS  revised  edition  of  Lord  Clark's  original 
catalogue  of  Leonardo  drawings  in  the  Royal 
Collection  is  virtually  a  new  work.  In  a  tore- 
word,  Lord  Clark  credits  Dr.  Carlo  Pcdretti, 
a  'new  force',  as  he  calls  him,  in  the  field  of 
Leonardo  studies,  with  much  new  material  and 
some  important  new  insights.  Dr.  Pedretti's 
eye  for  detail,  writes  Lord  Clark,  'and  his 
memory  of  every  scratch  and  stain  on  any 
sheet  that  has  been  touched  by  Leonardo's  pen, 
was  an  invaluable  corrective  to  the  stylistic 
guesswork  which  had  often  been  my  only 
guide.'  The  modest  disclaimer  is  characteristic; 
but  there  is  no  doubt  that  all  Lord  Clark's 
formidable  skill  has  been  applied  to  the  task, 
and  that  his  'slightly  amateurish'  transcriptions 
have  been  given  a  professional  polish.  The  col- 
laborators seem  to  have  agreed  on  nearly  every- 
thing, though  Dr.  Pcdretti  evidently  inclines  to 
date  drawings  later. 

The  exhibition  ot  the  greater  part  of  the 
drawings  at  the  Queen's  Gallery  last  summer 
has  familiarised  thousands  ot  people  with  them, 
and  Lord  Clark's  introductory  note  in  the 
Gallery  catalogue  remains  an  exemplary  intro- 
duction. It  is  still  not  known  for  certain  how 
the  volume  of  drawings  came  into  the  posses- 
sion of  the  Royal  Family:  perhaps  it  was  .1 
present  to  Charles  II  from  Lely.  Be  that  as  it 
may,  it  was  'discovered'  early  in  the  reign  of 
George  II  at  the  bottom  of  a  chest.  Since  then 
successive  generations  of  scholars  have  pored 
over  the  drawings,  culminating  in  the  present 
definitive  catalogue.  The  cataloguers  have  sep- 
arated from  Leonardo's  drawings  those  by 


other  hands  in  the  same  volume,  and  have  given 
most  of  them  to  Francesco  Melzi,  who  was  in 
1  harge  of  Leonardo's  drawings  and  manuscripts 
for  nearly  fifty  years.  Lord  Clark  inclines  to  the 
\  iew  that  these  drawings  date  from  Leonardo's 
lifetime,  and  that  they  might  have  been  done 
on  his  instructions,  in  response  to  requests  from 
patrons.  Some  drawings  which  seem  to  belong 
to  Leonardo  have  been  re-touched  by  Melzi, 
and  these  too  have  now  been  separated  from 
those  which  are  in  the  master's  hand  alone. 

The  catalogue  is  lucidly  and  enjoyably 
written,  tor  all  its  wealth  ot  tactual  and  analyti- 
cal detail.  The  only  disappointment  is  the 
quality  of  the  gravurc  plates,  which  do  scant 
justice  to  the  mysteriously  beautiful — and  no 
longer  wholly  unfamiliar — originals. — D.T. 


BRUEGEL  AND  LUCAS  VAN  LEYDEN: 

By  Jacques  Lavallcve.  (Thames  and  Hudson. 
£S  5s.) 

THIS  large  volume  contains  the  complete 
engravings,  etchings  and  woodcuts  of  these  two 
artists.  Needless  to  mention,  the  Bruegel  is 
Pieter  the  Elder.  One  criticism  that  might  be 
made  of  the  production  is  that  the  placing  of 
all  the  titles  and  details  of  the  illustrations  in  an 
unwieldy  pull  out  at  the  end  means  that  a 
somewhat  substantial  table  is  required  when 
using  the  book  and  not  just  the  reader's  lap. 

The  contrast  of  the  two  artists  is  fascinating. 
Lucas  Van  Leyden  has  a  rare  turn  of  invention, 
yet  it  is  one  that  maintains  a  dignity,  as  opposed 
to  the,  at  times,  sheer  wanton  bawdiness  of 
Bruegel  and  his  savage  phantasmagoria  that 
creeps  and  roars  its  way  across  his  plates  and 
blocks.  Lucas  appears  to  have  been  a  complete 
prodigy  and  it  is  recorded  in  Book  of  the  Painters 
by  Karcl  van  Mander  in  1604  that  .  .  .  'Lucas, 
a  master  from  the  cradle,  was  trained  first  by 
his  father  and  later  by  Cornelius  Engelbrechtsz.' 
Although  he  had  no  real  artistic  descendants, 
Lucas  was  greatly  admired  by  his  contempor- 
aries. The  author  in  this  context  provides  an 
excellent  essay  on  the  artist,  but  it  is  the  plates 
that,  well  printed  as  they  are,  give  all  the  proof 
that  is  necessary  of  the  genius  that  was  arising 
in  the  Netherlands. 

That  Pieter  Bruegel  the  Elder  was  a  genius  of 
equal  stature  is  a  proven  fact,  and  against  the 
field  ot  16th-century  Flemish  art  he  stands  out 
as  forcefully  as  any  figure  in  history.  Bruegel 
was  the  individualist  that  withstood  the  tempta- 
tions and  influences  from  Italy,  to  give  to  his 
country  a  highly  individual  manner.  His  com- 
positions range  from  the  sensitive  portrayal  of 
the  Flemish  farm  scenes,  where  the  lines  of  his 
burin  or  needle  are  gentle,  at  times  almost 
caressing  the  plates,  to  the  full-blooded  swing- 
ing babble  of  the  crowd  scenes.  Here  imagina- 
tion becomes  tired  trying  to  keep  up  with  the 
mind  visions  of  this  incredible  artist  who  seem- 
ingly could  with  ease  change  from  one  subject 
to  another  and  yet  keep  control  with  immacu- 
late composition.  As  a  private  folio  of  the 
graphic  work  of  these  two  men  this  volume  is 
invaluable  and  is  to  be  highly  commended. — 
J.F.M. 


OLD  CHANNEL  ISLANDS  SILVER,  ITS 
MAKERS  AND  MARKS:  By  Richard  H. 
Maync.  (Print  Holdings  &  Investments  Ltd., 
Jersey.  96  pages,  70  plates.  50s.) 
SINCE  Carey  Curtis  published  in  1917  his  two 
articles  on  the  church  plate  of  Guernsey  and 
Jersey  nothing  substantial  has  been  printed  on 
the  silver  and  silversmiths  of  the  Channel 
Islands.  The  work  of  Curtis  was  very  good  as 
far  as  it  went  but  did  not,  of  course,  touch 
domestic  silver.  Mr.  Maync  has  set  out  to  fill 
this  gap.  After  a  brief  general  introduction, 
followed  by  an  account  of  the  church  plate 
adapted  from  Curtis,  he  proceeds  to  list  separ- 
ately the  silversmiths  of  the  two  islands.  Their 
marks  are  reproduced  photographically  and  the 
dates  and  biographical  material  being  given 
when  anything  is  known  about  them.  The  sub- 
ject of  Channel  Islands  silver  is  finite  though 
not  so  restricted  as  might  be  supposed  from  the 
smallness  of  the  area.  The  author  claims  to  have 
inspected  four  thousand  pieces  with  Channel 
Islands  marks,  many  being  on  spoons  and  forks. 
With  each  mark  he  lists  the  species  of  object 
upon  which  it  has  been  noted,  thus  providing  a 
guide  to  the  relative  importance  of  the  owner. 
At  the  close  of  each  entry  he  has  left  a  space  for 
notes  since  he  is  fully  aware  that  much  more 
work  remains  to  be  done.  Considering  that  he- 
has  to  deal  with  the  output  of  two  small  but 
sophisticated  islands  in  a  not  very  distant  past 
it  is  surprising  that  so  many  marks  remain 
unidentified.  The  illustrations  are  plentiful  and 
give  a  good  idea  of  the  sort  of  goods  in  which 
the  island  silversmiths  specialised.  In  general 
they  did  not  attempt  to  compete  with  London 
in  the  production  of  standard  domestic  silver 
except  for  flatware,  bur  they  could  produce 
very  good  copies  of  London  candlesticks,  coffee 
pots  and  other  items  if  required.  Instead  they 
concentrated  on  local  specialities  like  the  little 
christening  cups  and  beakers  (the  latter  with 
bell-shaped  bodies  on  moulded  teet  in  rhe 
French  style).  It  is  a  pity  that  the  author  has  not 
illustrated  any  of  the  baptismal  ewers  given  in 
1729  by  Elizabeth  Le  Mcssurier  to  churches  in 
Guernsey,  since  they  are  without  parallel  else- 
where.— CO. 
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The  American  Connoisseur 


Yellow-glazed  earthenware  of 
the  late  eighteenth  and  early 
nineteenth  centuries 
Part  2 


J.  JEFFERSON  MILLER  II 


PART  i  of  this  article  (see  The  Connoisseur,  February,  1970) 
dealt  with  the  general  background  of  yellow-glazed  English 
earthenware,  the  variety  of  forms  to  be  encountered,  and 
some  of  the  manufacturers  to  whom  these  wares  can  be  attribut- 
ed. This  part  concerns  itself  with  the  decorative  techniques 
employed  on  the  yellow-glazed  wares.  All  pieces  illustrated  are 
from  the  collection  of  Mr.  and  Mrs.  Jack  L.  Leon  at  The  Smith- 
sonian Institution,  Washington,  D.C. 


In  determining  the  relative  importance  of  various  ceramic 
types,  the  quality,  method  and  subject  matter  of  the  decoration 
is  a  major  factor.  Museums  seeking  representative,  historical- 
ly meaningful  items  and  the  market  place  of  the  great  auction 
galleries  both  place  a  premium  on  the  aesthetic  merit  and  the 
significance  of  any  particular  type  of  decoration.  Sometimes 
aesthetics  control  and  other  times  technique  or  subject  matter 
provides  the  key.  Certainly  it  can  be  said  that  decoration  in 


1.  Pair  of  Lions,  possibly  Swansea,  early  nineteenth  century.  Height  9  inches,  length  12  inches.  All  pieces  illustrated  are  from  the  collection  of  Mr. 
and  Mrs.  Jack  L.  Leon,  The  Smithsonian  Institution,  Washington,  D.C. 


2.  Spill  vase,  late  eighteenth  century,  with  engine-turned  decoration. 
Height  4l  inches. 


subject  matter,  technique  and  degree  of  proficiency,  comprises 
a  major  element  in  ascertaining  the  importance  of  most  ceramics. 
So  it  is  with  the  yellow-glazed  English  earthenwares.  For  this 
reason  the  decorative  techniques  utilised  by  the  potteries 
manufacturing  these  wares  require  consideration. 

Some  of  the  yellow-glazed  wares  received  no  additional 
decoration.  The  strong  yellow  glaze  was  sufficient.  Indeed,  in 
certain  circumstances,  any  superimposed  embellishment  could 
only  serve  to  detract  from  the  vigour  of  the  simple  combination 
of  form  and  glaze.  Perhaps  the  noble  pair  of  lions  (No.  i)  are  an 
outstanding  example  of  the  virtue  of  such  restraint.  These  lions 
(except  for  their  yellow  glaze)  are  typical  members  of  the 
countless  prides  of  British  lions  turned  out  by  the  English 
potteries  in  the  nineteenth  century.  They  arc  most  probably 
remote  descendants  of  the  sculptured  bronze  lions  in  the  Loggia 
dei  Lanzi  in  Florence.  This  particular  pair  is  similar  in  detail  (one 
hind  paw  has  three  claws,  the  other  four)  to  an  overall  silver- 
lustered  lion  in  the  National  Museum,  Cardiff.  As  the  provenance 
of  the  figure  in  Cardiff  is  unclear,  an  attribution  of  all  three  lions 
to  Swansea  is  presently  unwarranted. 

Less  imposing  are  a  variety  of  small,  yellow-glazed  animal 
figures  including  lambs,  cocks,  rabbits,  and  cats.  Most  are  lacking 


in  detailed  sculpture  and  represent  a  continuation  of  the  tradition 
of  small,  toy-like  animals  often  associated  (with  or  without 
sound  justification)  with  the  works  of  Thomas  Whieldon. 

An  interesting  piece  having  no  decoration  over  the  yellow 
glaze  is  a  small  spill  vase  (No.  2).  This  modest,  utilitarian  ceramic 
was  given  an  engine-turned  design  prior  to  receiving  its  overall 
yellow  colouring.  Though  engine-turned  earthenwares  and 
stonewares  were  rather  common  during  the  period,  pieces 
combining  this  form  of  decoration  with  the  yellow  glaze  are 
decidedly  rare.  Again  the  question  comes  to  mind:  Why  were 
so  few  of  these  overall  yellow-glazed  pieces  manufactured?  The 
surviving  recipes  indicate  the  glaze  was  not  too  difficult  or 
expensive  to  produce.  Deduction  tends  to  lead  to  the  answer 
(supported  by  no  known  documentary  evidence)  that  these 
yellow-glazed  wares  were  not  particularly  popular  at  the  time 
and  that  a  limited  demand  resulted  in  minimal  production. 
Further,  it  is  possible  that  the  potteries  had  difficulty  in  controlling 
the  consistency  of  the  tonal  qualities  of  the  yellow  glaze.  In  fact, 


3.  Medallion,  probably  The  Herculaneum  Pottery,  Liverpool,  c.  1800, 
transfer-printed  decoration.  Length  4^  inches,  width  4  inches. 
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4.  Mug,  c.  1825,  enamel-painted  decoration.  Height  6  inches. 


the  yellow  on  these  "wares  varies  considerably  in  chromatic 
values.  These  variations  are  quite  apparent  in  contrast  to  the 
higher  level  of  colour  consistency  achieved  on  the  green-glazed 
wares  of  roughly  the  same  period. 

Turning  to  the  various  types  of  ovcrglazc  decoration  found  on 
yellow-glazed  wares,  perhaps  the  most  usual  method  of  decor- 
ation was  that  of  transfer  printing.  Often  employed  in  con- 
junction with  overglaze  enamel  or  lustre  painting,  this  transfer- 
printed  decoration  covered  a  wide  range  of  subject  matter. 
Landscapes,  domestic  scenes,  sporting  subjects,  American  views, 
political  cartoons,  and  major  and  minor  historical  events  and 
portraits  were  printed  on  the  yellow-glazed  wares.  These 
transfer  prints  were,  in  nearly  all  instances,  taken  from  the  same 
printing  plates  used  for  the  decoration  of  the  more  common 
cream-coloured  wares.  Illustrative  of  this  are  the  oval,  cream- 
coloured  medallions  printed  with  a  portrait  of  George  Washing- 
ton (from  an  engraving  by  William  Nutter,  after  Gilbert  Stuart) 
which  have  been  attributed  to  the  Hcrculancum  factory  in 
Liverpool.1  Among  the  American  views  in  the  Leon  Collection 


5.  Leaf  dish,  possibly  Leeds  Pottery,  c.  1810,  silver-lustre  decoration. 
Length  6|  inches. 


is  an  identical  medallion  with  Washington's  portrait  printed 
over  a  medium-yellow  overall  glaze  (No.  3). 

These  so-called  'American  views'  transfer  printed  on  cream- 
coloured  earthenware  have  become  highly  prized  collector's 
items  in  the  United  States.  To  date,  comparatively  few  of  them 
have  been  found  on  the  yellow-glazed  wares.  In  addition  to  the 
Washington  portrait,  some  other  American  views  found  on  the 
yellow-glazed  wares  include  a  map  of  the  east  coast  of  the 
United  States  framed  with  portraits  of  Washington  and  Benjamin 
Franklin,  a  portrait  of  Benjamin  Franklin,  an  allegorical  scene 
entitled  'Peace  and  Prosperity  to  America,'  and  a  version  of  the 
Great  Seal  of  the  United  States  (probably  by  Enoch  Wood  & 
Sons). 

Transfer  prints  on  ceramics  are  of  special  interest  when  their 
origin  can  be  traced.  The  strong  but  rather  primitive  lion  printed 
in  red  on  the  yellow  mug  (No.  6)  possesses  a  lineage  that  raises 
him  from  the  anonymity  that  is  the  lot  of  so  many  decorative 
felines.  The  prototype  of  this  particular  lion  can  be  found  among 
the  woodcut  menagerie  of  domestic  and  wild  animals  created  by 
Thomas  Bewick  (1753-1828).  One  of  England's  finest  wood 
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6.  Mug  with  transfer  print  after  Thomas 
Bewick,  early  nineteenth  century.  Height  4.I 
inches. 


engravers,  Bewick  executed  woodcuts  for  a  number  of  publica- 
tions, which  in  turn  became  source  material  for  copper  plate 
engravers  who  supplied  transfer-printing  plates  for  the  potteries 
or  for  independent  shops  engaged  in  decorating  English  ceramics. 
The  Bewick  lion  from  which  the  print  on  the  mug  is  copied  is 
from  The  Figures  of  Bewick's  Quadrupeds  (1st  ed.,  1790). 2 

Much  yellow-glazed  earthenware  was  decorated  with  over- 
glaze  enamel  colours.  Some  pieces  have  no  more  than  plain 
coloured  borders  while  others  are  quite  elaborate.  The  diamond 
relief  quilted,  covered  jug  (No.  7)  serves  as  an  example  of  the 
simpler  type  of  painted  decoration.  The  red  stars  and  blue  rim 
treatment  appear  in  happy  juxtaposition  with  the  overall, 
diamond  relief  pattern.  This  particular  jug  is  of  additional 
significance  as  it  bears  the  impressed  mark  BRAMELD,  one  of 
the  factory  marks  of  the  Rockingham  pottery,  Swinton,  York- 
shire. This  impressed  mark  was  used  at  Rockingham  from  about 
1806  to  1842  and  the  covered  jug  is  the  only  piece  of  marked 
Rockingham  yellow-glazed  ware  known  to  this  writer  at  this 
time. 

The  brightly  painted  mug  (No.  4,  colour)  is  rather  typical  of 
yellow-glazed  pieces  relying  solely  on  enamelled  decoration. 
Here,  stylised  roses  in  red  or  pink  are  strongly  (if  not  subtly) 
offset  by  the  yellow  ground.  There  are  many  variations  of  this 
basic  theme,  most  bearing  a  discernible  kinship  to  the  so-called 
'gaudy'  patterns  that  evidently  were  favoured  for  the  American 
export  market.  In  this  connection,  it  is  relevant  to  note  that 


7.  Covered  jug,  Rockingham  Pottery,  c.  1825,  enamel-painted  decoration. 
Height  5J  inches. 


t*  ********  * 
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9.  Vase,  early  nineteenth  century,  silver-lustre 
and  transfer-printed  decoration.  Height  s| 
inches. 


archaeological  investigations  of  American  sites  dating  roughly 
from  the  end  of  the  Revolutionary  War  to  about  1830  have 
produced  only  a  few  sherds  of  English  yellow-glazed  earthen- 
ware. This,  of  course,  is  not  surprising  as  so  little  seems  to  have 
been  manufactured  and  only  small  amounts  could  have  been 
exported.  Today,  pieces  painted  with  foliate  designs  containing 
strawberries  are  especially  (if  not  quite  rationally)  prized  by 
collectors,  and  for  this  reason  command  disproportionately  high 
prices.  Flower  painting  of  this  type  can  be  found  on  many  forms 
of  yellow-glazed  wares  including  tea  services,  plates,  and  flower 
pots.  This  writer  knows  of  no  marked  pieces  and,  at  the  present, 
there  seem  to  be  no  substantial  clues  as  to  the  makers  or  decor- 
ators of  these  wares. 

Enamel  decoration  is  also  often  found  in  conjunction  with 


relief  moulded,  figured  designs  on  jugs  and  plaques.  So-called 
mask  or  satyr  jugs  and  pitchers  decorated  with  hunting  scenes  in 
relief,  though  far  more  common  in  cream-coloured  earthenware 
and  pearlware,  were  occasionally  produced  writh  a  yellow  glaze. 
These  pieces  were  then  painted  in  colours  over  the  glaze.  A  most 
successful  combination  of  relief  modelling  and  enamel  painting 
(done  with  rather  typical  restraint  and  delicacy)  is  represented 
by  a  wall  plaque  (No.  8).  Though  this  classical  mask  is  not  un- 
common in  cream-coloured  earthenware,  the  piece  illustrated  is 
the  only  one  known  to  the  author  that  is  decorated  with  an 
overall  yellow  glaze.  Painted  decoration  also  was  frequently  used 
to  complement  transfer-printed  or  lustre-decorated  pieces.  In 
general,  the  quality  of  the  painted  decoration  on  yellow-glazed 
w  ares  ranges  from  poor  to  good,  but  no  such  overglaze  painted 
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decoration  is  comparable  to  much  of  the  work  done  on  the  finer 
hand-painted  English  porcelains  of  the  period. 

Lustre  decoration  is  frequently  found  on  yellow-glazed  pieces. 
Indeed,  this  association  is  such  a  familiar  one  that  many  collectors 
and  dealers,  at  least  in  the  United  States,  have  adopted  the  term 
'canary-lustre'  to  describe  these  wares.  Varying  widely  in  degree 
and  proficiency  of  decoration,  lustre  was  used  exclusively  or  in 
combination  with  transfer  printing  or  enamel  painting.  The 
simplest  type  ot  lustre  appears  in  the  hand-painted  borders  on  the 
vase  (No.  9)  that  utilises  a  red  transfer  print  for  primary  decora- 
tion. Though  silver  lustre  predominates  by  a  wide  margin, 


copper  lustre  is  occasionally  encountered  in  conjunction  with 
yellow-glazed  wares.  Aesthetically,  the  various  shades  of  pink, 
gold  and  copper  lustre  were  probably  deemed  unsuitable  when 
contrasted  with  a  yellow  ground. 

Lustre  decoration  was  utilised  in  a  number  of  ways.  Some 
pieces  were  given  an  overall  coating  of  silver  lustre,  with  only 
small  areas  of  yellow  left  exposed  to  provide  a  visually  stimu- 
lating counterpoint  of  deep,  warm  colour.  The  small  leaf  dish 
(No.  5,  colour)  is  decorated  in  this  manner.  It  was  possibly 
made  at  the  Leeds  Pottery,  about  18 10.  A  seldom  used  variant  of 
this  technique  was  the  application  of  silver  lustre  as  a  wash.  The 


10.  Mug,  early  nineteenth  century,  silver-stencil  lustre  and  enamel-painted  decoration.  Height  3',  inches. 


II.  Jug,  early  nineteenth  century,  silver  resist 
decoration.  Height  7  inches. 


silver  lustre  was  applied  thinly  and  incompletely,  allowing  areas 
of  yellow  to  show  through.  A  fine  reclining  yellow-glazed  figure 
in  the  Leon  Collection,  supposedly  representing  Cleopatra 
(though  in  fact  modelled  after  a  Roman  sculpture  of  Ariadne),  is 
decorated  in  this  manner,  with  the  thin  silver-lustre  wash  only 
partially  obscuring  the  rich  yellow  glaze.  Two  similar  yellow- 
glazed  pairs  without  the  silver-lustre  wash  are  in  the  National 
Museum  in  Cardiff  and  the  Glynn  Vivian  Art  Gallery,  and  have 
been  attributed  to  the  Cambrian  Pottery,  Swansea.3 

More  elaborate  lustred  pieces  were  decorated  by  dexterous 
adaptations  of  stencil  or  resist  techniques.  The  upper  border  of 
the  mug  (No.  10)  decorated  with  the  caduceus-like  motif  is 
stencilled.  This  particular  design  is  not  uncommon  on  yellow- 
glazed  wares,  though  pitchers  are  more  frequently  encountered 
than  are  mugs.  The  perched  bird  with  its  surrounding  foliate 
patterns  on  the  pitcher  (No.  11)  were  produced  by  the  more 
complex  resist  process.  Here,  a  coating  of  wax  or  some  other 
material  which  would  repel  or  resist  the  lustre  application  was 
painted  on  the  pitcher.  This  coating  comprised  the  decorative 
design.  Next,  the  pitcher  was  covered  with  a  metallic  silver  glaze 
which  adhered  only  to  the  non-coated  parts  and  then  the  pitcher 
was  fired  in  order  to  fix  the  lustre  which  in  effect  provided  the 
background  of  silver  for  the  selected  design. 


All  of  the  various  decorative  techniques  discussed  here  were, 
of  course,  frequently  used  on  other  varieties  of  English  ceramics 
of  the  period.  The  degree  of  success,  from  either  a  technical  or 
aesthetic  point  of  view,  can  only  be  determined  by  judging  each 
piece  on  its  own  particular  merits.  It  is  the  striking  combination 
of  these  established  methods  of  decoration  with  the  overall 
yellow  glaze  that  seems  to  bring  a  greater  vitality  to  this  seldom 
encountered  sub-species  of  late  eighteenth  and  early  nineteenth- 
century  English  earthenware.  Thus,  even  discounting  the  un- 
deniable factor  of  rarity,  these  yellow-glazed  wares  merit  a 
special  niche  in  any  appraisal  of  English  ceramics  of  the  period 
1780-1830. 


NOTES 

1.  See  Alan  Smith,  'The  Herculaneum  China  and  Earthenware  Manufactory, 
Toxtheth,  Liverpool',  Transactions  of  the  English  Ceramic  Circle,  Vol.  7,  Part  I 
(1968),  plate  13b.  A  marked  Herculaneum  cream-coloured  earthenware  pitcher 
printed  with  this  Washington  portrait  is  in  the  collections  of  the  Henry  Francis 
DuPont  Winterthur  Museum,  Winterthur,  Delaware. 

2.  Most  of  the  woodcuts  by  Bewick  have  been  assembled  in  1800  Woodcuts  by 
Thomas  Bewick  and  His  School,  Blanche  Aiker,  ed.  (Dover  Publications:  New 
York,  1962).  This  volume  is  extremely  useful  in  quick  searches  for  transfer 
print  sources. 

3.  Illustrated  in  W.  J.  Grant-Davidson,  'Early  Swansea  Pottery,  1764-1810', 
Transactions  of  the  English  Ceramic  Circle,  Vol.  7,  Part  1  (1968),  plate  82c. 
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Fletcher  and  Gardiner 

Silversmiths  of  the  American  Empire 

KATHARINE  MORRISON  McCLINTON 


THE  Empire  Style  of  the  period  1810  and  1840  is  just  begin- 
ning to  interest  American  silver  collectors  and  museum 
curators.  Among  the  prominent  American  silversmiths  who 
worked  in  this  late  classic  style  were  Simon  Chaudron  (w.  1809- 
1850),  Anthony  Rash  (w.  1812-1820),  Harvey  Lewis  (w.  1811- 
1826),  Thomas  Fletcher  (w.  1 809-1 850)  and  Sidney  Gardiner 
(w.  1809-1838)  all  of  Philadelphia  and  Baldwin  Gardiner  (1814- 
1838)  and  John  W.  Forbes  (w.  1808-1838)  of  New  York.  The 
earliest  of  these  craftsmen  was  the  Frenchman,  Simon  Chaudron ; 
the  most  prolific  and  best-known  maker  of  large-scale  silver 
pieces  was  the  firm  of  Fletcher  &  Gardiner. 

Thomas  Fletcher  and  Sidney  Gardiner  formed  their  partner- 
ship in  Boston,  Massachusetts,  and  are  first  listed  in  The  Boston 
Directory  of  1809  as  'Jewellers  at  43  Marlboro  Street'.  Their  best- 
known  silver,  made  during  the  Boston  years,  is  a  pair  of  two- 
handled  communion  cups  which  were  made  for  the  Second 
Baptist  Church.  These  are  now  on  loan  to  the  Museum  of  Fine 
Arts,  Boston,  Massachusetts,  from  the  First  Baptist  Society  of 
Boston.  They  are  marked  F  &  G  in  roman  capitals  within  a 
rectangle  and  are  inscribed  T  shed/  to/3nd  Baptist  Church/ 
1811'.  However  E.  Alfred  Jones,  in  his  'Old  Silver  of  American 
Churches',  lists  a  baptismal  bowl  presented  by  George  Brinley  to 
St.  Paul's  (Episcopal)  Church  in  1824.  This  bowl  is  in  the 
possession  of  St.  Paul's  Cathedral  and  is  regularly  used  for 
baptisms.  It  is  marked  Fletcher  &  Gardiner,  Phila.  Perhaps  Fletcher 
&  Gardiner  made  other  church  silver,  since  in  the  Thomas 
Fletcher  collection  of  drawings  in  the  Metropolitan  Museum  of 
Art  there  are  designs  for  a  chalice  and  paten  and  a  covered  flagon 
with  I H  5.  The  drawings  are  marked  Boston,  Mass.  1818. 

Just  when  Fletcher  &  Gardiner  left  Boston  for  Philadelphia  is 
not  known,  but  according  to  a  lengthy  advertisement  in  The 
Aurora  General  Advertiser,  Philadelphia,  19th  December,  181 1, 
Fletcher  &  Gardiner  opened  a  'New  Jewelry  Store'  and  manu- 
factory of  silver  plate  and  jewellery  at  No.  24  South  Second 
Street,  Philadelphia.  The  firm  is  first  listed  in  The  Philadelphia 
Directory  of  18 13  as  being  located  at  the  corner  of  Fourth  and 
Chestnut  Streets,  and  it  is  in  this  general  location  that  they 
worked  for  the  continuing  years  of  the  partnership. 

The  existence  of  drawings  signed  'Thomas  Fletcher'  (thirty-six 
in  The  Metropolitan  Museum  of  Art  and  three  designs  for 
swords  in  the  Collections  of  the  Maryland  Historical  Society) 

I.  Silver  covered  vase  presented  by  the  citizens  of  Philadelphia  to  Captain 
Isaac  Hull  in  appreciation  of  the  victory  of  the  USS  Constitution,  under 
his  command,  over  the  British  frigate  Guerriere,  15th  August,  1812. 
Official  U.S.  Navy  photograph. 


together  with  newspaper  notices  point  to  the  fact  that  Fletcher 
was  the  designer  of  the  silver  made  by  the  firm.  The  correspond- 
ence in  the  Thomas  Fletcher  Papers  in  The  Historical  Society  of 
Pennsylvania  is  evidence  that  it  was  also  Fletcher  who  made  the 
majority  of  outside  contacts  for  the  firm.  It  was  Fletcher,  too, 
who  made  the  trips  to  London,  Liverpool  and  Paris  to  buy  goods 
such  as  watches  and  silverplate;  and  it  was  to  Thomas  Fletcher 
that  all  letters  pertaining  to  business  were  addressed.  The  com- 
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2.  The  trade  card  of  Thomas  Fletchor,  showing  the  Hull  vase. 


mcrcial  acumen  of  Fletcher  soon  brought  important  commissions 
to  the  firm  in  the  form  of  presentation  pieces  commemorating 
the  victories  of  the  War  of  1812. 

While  the  Federal  Government  issued  medals  of  honour  to  the 
military  heroes  it  was  also  the  custom  for  cities  and  states  to 
present  gifts  to  local  celebrities  in  the  form  of  a  piece  of  silver. 
Isaac  Hull,  for  example,  was  the  first  of  a  succession  of  naval 
officers  to  win  such  acclaim.  A  splendid  entertainment  was  given 
for  him  in  Philadelphia  and  the  people  of  that  city  initiated  a 
fund  to  purchase  a  piece  of  plate  (No.  1).  At  a  meeting  of  sub- 


scribers to  the  fund  those  attending  resolved  'that  a  piece  of  plate 
of  the  most  elegant  workmanship  ornamented  with  appropriate 
emblems,  devices  and  inscriptions  be  presented  ...  to  captain 
Isaac  Hull'  (The  Aurora  General  Advertiser,  7th  September,  1812). 
The  subscribers  to  the  fund  are  listed  in  a  document  in  the 
collection  of  The  Historical  Society  of  Pennsylvania.  The  firm  of 
Fletcher  &  Gardiner  contributed  twenty  dollars  and  Fletcher 
(No.  2)  was  also  undoubtedly  present  at  the  meeting.  The  award- 
ing of  the  commission  to  make  the  vases  to  Fletcher  &  Gardiner 
over  the  other  Philadelphia  silversmiths  indicates  that  the  firm 
was  already  highly  considered,  and  the  vase  itself  is  evidence  of 
their  fine  workmanship.  The  committee  probably  composed  the 
inscription  but  left  the  shape  of  the  vase  and  the  'appropriate 
emblems  and  devises'  to  the  designer. 

At  this  period  an  ancient  Greek  vase  was  considered  the 
appropriate  form  for  ceremonial  urns;  and  although  the  exact 
source  of  the  Hull  vase  cannot  be  named  certain  ornamental 
details  reflect  an  illustration  of  a  similar  vase  in  Percier  and 
Fontaine  'Recuiel  de  Decorations  Interieurs'.  Fletcher  was  un- 
doubtedly familiar  with  such  books  and  if  he  himself  did  not 
own  them  they  were  available  in  American  cities  the  size  of 
Philadelphia.  The  motifs  of  design  used  on  the  vase  and  their 
symbolism,  although  the  majority  of  them  were  taken  from 
ancient  sources,  are  applicable  to  the  occasion  and  some  were 
original  to  the  designer. 

The  Hull  vase  (No.  1)  measures  twenty-eight  inches  from  the 
base  to  the  top  of  the  eagle  finial.  In  size,  weight  and  craftsman- 
ship it  is  of  excellent  quality.  The  techniques  used  in  the  em- 
bellishment of  the  vase  include  a  combination  of  casting,  incised 
and  repousse  detail,  and  the  decoration  conforms  with  the  shape 
of  the  vase.  Its  base  and  stem  are  covered  with  a  design  of 
acanthus  leaves.  There  are  two  oblong  plaques  on  the  body,  one 
containing  the  scene  of  the  conflict  of  the  ships  is  flanked  by 
figures  of  Fame  and  Fortune  and  two  entwined  dolphins  centre 
the  top  of  the  frame. 

The  plaque  on  the  obverse  side  of  the  vase  contains  the 
presentation  inscription  which  reads:  'The  Citizens  of  Phila- 
delphia at  a  meeting  convened  on  the  5th  of  Septr.  1812,  voted/ 
this  Urn  to  be  presented  in  their  name  to  Captain  Isaac  Hull, 
Commander  of  the  United  States  Frigate  Constitution  as  a 
testimonial  of  their  sense  of  his  distinguished/gallantry  and 
conduct  in  bringing  to  action  and  subduing  the  British  Frigate 
Guerriere,/on  the  19th  day  of  August  1812  and  of  the  eminent 
service  he  has  rendered  to  his/Country,  by  achieving,  in  the  first 
naval  conflict  of  the  war,  a  most  signal  and  decisive/victory,  over 
a  foe  that  had  till  then  challenged  an  unrivalled  superiority  on 
the/ocean  and  thus  establishing  the  claim  of  our  Navy  to  the 
affection  and  confidence/of  the  Nation/'.  The  bandies  of  the 
vase  are  four  rams'  heads  crowned  with  laurel  and  beneath  each 
handle  is  a  pendant  of  bell  flowers  within  sprays  of  oak  leaves. 

The  lid  is  crested  with  an  eagle  grasping  a  thunderbolt  in  one 
claw  and  a  cannonball  in  the  other.  The  vase  rests  on  a  square 
base  with  paw-feet  below  an  anthemion  and  in  each  side  of  the 
base  is  a  head  of  Neptune  flanked  by  tridents.  Inscribed  on  the 
base  of  the  vase  is  Fletcher  &  Gardiner,  Fecit.  Their  pride  in  the 
vase  design  is  evidenced  by  the  fact  that  their  trade  cards  and 
their  advertisement  in  The  United  States  Directory  (Philadelphia, 
1822)  show  an  engraving  of  the  vase  and,  after  Gardiner's  death 
111  1  X27  Fletcher  continued  to  use  the  design  with  his  name  alone. 

Four  other  known  pieces  of  presentation  silver  of  the  War  of 
j  812  were  made  by  Fletcher  &  Gardiner.  The  second  American 
victory  in  that  war  was  the  encounter  between  the  'Wasp'  and 
he  British  ship  'Frolic'.  Captain  Jacob  Jones  and  Lieutenant 
fames  Biddle  were  awarded  medals  and  silver  vases  (No.  3)  for 
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their  part  in  the  conflict.  The  vase,  presented  to  Captain  Jones  bv 
the  legislature  of  Delaware,  was  also  made  by  Fletcher  cv 
Gardiner.  Although  it  is  not  marked,  Abel  Bowen,  in  'The  Naval 
Monument'  states:  'The  plate  was  designed  and  executed  by 
Fletcher  &  Gardiner  of  Philadelphia  and  cost  S500.00.  The  vase 
is  sixteen  inches  high  which  is  considerably  smaller  than  the  Hull 
vase.  Although  the  details  such  as  the  rams'  heads  handles,  the 
eagle,  the  square  base  with  hairy-paw  feet  and  the  plaque  with  a 
scene  of  the  ships  are  similar  in  ornamental  plan  to  that  of  the 
Hull  vase  the  shape  is  less  pleasing'.  The  vase  is  in  the  possession 
of  The  Historical  Society  of  Delaware. 

The  vase  presented  to  Lieutenant  James  Biddle  is  also  con- 
ceived in  grand  style,  although  it  is  similarly  smaller  and  less 
pleasing  in  design  than  the  Hull  vase.  It  is  upheld  by  a  base  and 
stem  of  stylish  acanthus  leaves  and  Greek  water  leaves  similar  to 
the  Hull  vase  and  the  top  of  the  vase  is  finished  with  a  delicate 
shell  border  in  the  same  manner  as  that  on  the  Hull  vase.  How- 
ever the  finial  eagle  sits  on  an  anchor  and  beneath  the  handles  are 


crowned  Neptune  heads.  The  Biddle  vase  is  unmarked,  but  a 
vase  presented  to  Oliver  Hazard  Perry  (No.  4)  which  has  an 
identical  eagle  finial,  shell  border  and  Neptune  heads  is  marked 
twice  on  its  base,  F  &  G  Philad,  in  roman  capitals.  The  Perry 
vase  is  inscribed: 

His  Fellow  Citizens  of  New  Port  to 

Oliver  H.  Perry 
A  memorial  of  their  sense  of  his  signal 
merits  in  achieving  the  Victory  of  the 
loth  Sept'r  181 3  on  Lake  Erie 
It  is  also  inscribed  Fletcher  &  Gardiner,  Philadelphia  on  the  outside 
together  with  the  names  of  Wm.  Hooker,  engraver,  and  Francis 
Kearney  who  designed  the  battle  scene. 

One  of  the  earliest  of  the  Thomas  Fletcher  designs  in  the 
collections  at  The  Metropolitan  Museum  of  Art  is  the  sketch  of 
the  urn  for  Andrew  Jackson.  The  urn  is  described  in  Xile's 
Register,  13th  July,  18 16,  as  follows:  'Vase  to  Gen.  Jackson. 
(From  the  Southern  Patriot.)  We  had  the  satisfaction  of  exhibiting 


3.  Vase  presented  to  Lieutenant  James  Biddle 
of  Philadelphia,  1813-14. 


"3 


\.  Covered  vase  presented  to  Oliver  Hazard 
Perry  by  the  citizens  of  Newport,  Rhode 
Island,  marked  F  &  G  and  Philad  in  ronian 
capitals  on  the  base.  Reproduced  by  courtesy 
of  the  U.S.  Naval  Academy  Museum. 


in  our  office  this  morning,  the  elegant  vase  intended  as  a  present 
to  general  Jackson,  by  the  ladies  of  South  Carolina.  It  was 
received  by  the  Georgia  packet,  arrived  last  evening  from 
Philadelphia.  It  is  not  in  our  power  to  do  justice  to  the  appro- 
priate design  and  exquisite  execution  of  this  specimen  of  art.  A 
slight  description,  however,  is  attempted. 

'The  body  of  the  vase  (Nos.  5  and  6)  is  about  15  inches  high, 
mounted  on  a  pedestal  of  5  inches — the  width  from  handle  to 
handle  16  inches.  The  proportion  and  harmony  of  its  parts  strike 
the  eye  at  a  single  glance.  The  supporters  are  four  eagles'  claws — ■ 
on  three  sides  of  the  pedestal  are  eagles  in  basso-relievo.  On  the 
front  is  a  sketch  of  the  GREAT  BATTLE,  which  throws  all  other 
victories  into  shade,  and  above  it  the  expressive  words:  EIGHTH 
OF  JANUARY,  1815. 

'On  each  corner  of  the  pedestal,  is  a  spread  eagle,  in  frosted 
silver,  grasping  a  thunderbolt.  The  vase  then  rises  with  a  bold 
swell,  and  of  a  polish  equal  to  the  most  perfect  mirror — orna- 


mented on  the  border,  with  a  circle  of  laurel.  The  handles  are 
two  curled  serpents,  terminating  a  double  head.  On  one  side  of 
the  vase  are  the  arms  of  South  Carolina;  on  the  other,  this 
inscription:  "Presented  by  the  Ladies  of  South  Carolina  to 
major-general  Andrew  Jackson". 

'The  cover  is  of  polished  silver  surmounted  with  a  large  spread 
eagle,  in  frost,  resting  on  a  ball  and  cannon.  The  beauty  of  this 
elegant  piece  of  workmanship,  consists  not  only  in  the  minute 
perfection  of  its  parts— but  in  the  general  and  striking  effect 
produced  upon  the  beholder  from  the  harmony  of  the  whole. 
The  polish  of  the  work  is  such,  that  all  its  ornaments  are  multi- 
plied by  reflection— and  gives  it  a  richness  beyond  description. 

'The  weight  of  the  whole  is  14  lbs.  10  oz.  the  workmanship  is 
by  Fletcher  and  Gardiner,  of  Philadelphia.  The  design  and 
execution  do  honor  to  the  artists,  and  the  object  for  which  it  is 
intended  by  the  enlightened  FAIR  of  South  Carolina,  must  be  as 
gratifying  to  our  state,  as  it  can  be  to  the  HERO  for  whose  honor 
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it  was  designed'.  As  seen  today  the  most  interesting  feature  of  the 
vase  is  the  beautiful  workmanship  of  the  double-headed  snake 
handles. 

The  most  exceptional  piece  of  presentation  silver  made  by 
Fletcher  &  Gardiner  is  the  punch  bowl  for  Lieutenant  Colonel 
George  Armistead.  Armistead  was  in  command  of  Fort  McHenry 
during  the  bombardment — 1 3  th-i4th  September,  1814 — when  the 
national  anthem  The  Star-Spangled  Banner'  was  written.  The 
service  includes  a  ball-shaped  punch  bowl  which  duplicates  in 
size  and  shape  the  mortar  bombs  used  by  the  British.  The  set 
(described  in  my  article  in  The  Connoisseur,  March  1968)  consists 
of  a  tray,  ten  matching  cups  and  a  ladle.  The  bowl  is  marked 
Fletcher  &  Garditier  Philad*  in  roman  capitals.  The  cups  have  the 
mark  ot  Andrew  Warner. 

On  I3th-I4th  September,  181 7,  the  third  anniversary  of  the 
shelling  of  Fort  McHenry,  the  citizens  of  Baltimore  presented 
Commander  John  Rodgers  with  a  silver  dinner  service.  This 
consisted  of  fifty-two  pieces  and  was  also  made  by  Fletcher  t\ 
Gardiner.  The  service  is  described  thus  in  Nile's  Register  (V.  12, 
1817,  p.  245):  'Commodore  Rodgers.  The  compliment  designed 
to  be  paid  by  certain  citizens  of  Baltimore  to  this  able  and 
patriotic  officer,  is  ready  for  delivery.  It  is  a  most  superb  service 
of  plate  intended  for  the  dinner  table,  and  consists  of  a  large  fish 
dish;  four  large  meat  and  four  smaller  dishes;  four  covered 
dishes  for  vegetables;  two  soup  tureens  and  ladles;  two  large 
pitchers;  four  sauce  boats  and  ladles;  a  bread  basket,  and  a  dozen 
forks — all  of  the  most  substantial  workmanship  and  reflecting  on 


the  artists,  Messrs.  Fletcher  and  Gardiner,  of  Philadelphia,  the 
highest  degree  of  credit'. 

'This  service  of  plate  cost  $4,000.  It  is  splendidly  "ornamented 
with  borderings  and  embossed  figures  after  the  manner  of  the 
Egyptian  and  Grecian  sculpturings",  and  is  universally  admired. 
It  was  exhibited  a  few  days  for  the  gratification  of  the  sub- 
scribers and  others'.  The  set  is  in  the  high  Empire  style  with 
eagle's  head  handles,  winged-paw  feet  and  applied  cast  borders. 
The  finials  are  composed  of  pomegranates  set  in  acanthus  leaves 
and  shell  handles  are  used  on  the  fruit  basket.  The  border  on  the 
covered  tureen  is  made  up  of  cherubim,  griffins  and  scrolls. 
These  motifs  and  their  refined  use  produce  pieces  of  dignified 
design.  Other  hollow-ware  pieces  made  by  Fletcher  &  Gardiner 
for  domestic  use  are  also  of  less  ornate  design  with  emphasis  on 
the  beauty  of  their  forms  rather  than  their  decoration. 

In  the  1820's,  when  there  was  no  longer  great  demand  for 
military  presentation  pieces,  Fletcher  &  Gardiner  were  employed 
in  making  peacetime  commemorative  silver  which  was  presented 
to  distinguished  civilians  for  services  rendered  to  cities  and  states. 
Some  of  these  pieces  are  as  equally  fine  in  design  and  workman- 
ship as  the  military  urns  and  vases. 

Thomas  Fletcher,  like  Paul  Storr  and  several  other  British  and 
American  silversmiths  of  the  early  nineteenth  century,  was 
influenced  by  the  form  of  the  famous  Warwick  Vase  which  had 
been  excavated  from  the  rums  of  the  villa  of  the  Roman  emperor 
Hadrian  in  1771.  Fletcher  was  in  England  in  181 5  and  therefore 
had  the  opportunity  to  see  the  vase.  He  may  also  have  seen  the 


5.  Covered  vase  presented  to  General  Andrew  Jackson  by  the  Ladies  of 
South  Carolina,  made  by  Fletcher  &  Gardiner. 


6.  The  base  of  the  Jackson  vase  (No.  5)  showing  detail  of  the  engraved 
battle  scene.  This,  and  No.  5,  reproduced  by  courtesy  of  the  South 
Carolina  Department  of  Historical  Archives. 
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great  wine  cistern  of  Paul  Storr  of  181 1.  There  were  also  several 
printed  versions  of  the  Warwick  Vase.  It  was  included  in 
Piranesi,  "Vasi,  Candelabri,  Cippi,  Sarcofagi,  1778,  in  The 
Gentleman  $  Magazine  Supplement,  1800,  and  in  'A  Collection  of 
Vases,  Altars,  Paterae'  by  Henry  Moses  in  1814.  Fletcher  was 
undoubtedly  fascinated  by  the  vase  since  we  see  reflections  of  its 
shape  and  ornament  in  his  sketches  as  well  as  in  several  actual 
pieces  of  silver  made  by  Fletcher  &  Gardiner  after  1 820. 

The  most  important  pieces  made  by  Fletcher  &  Gardiner 
which  show  a  relationship  to  the  Warwick  Vase  were  the  pair  of 
monumental  commemorative  vases  (No.  7)  presented  to 
Governor  DeWitt  Clinton  of  New  York  by  the  merchants  of 
Pearl  Street  in  1825  and  which  had  been  more  than  two  years  in 
the  making.  They  are  described  in  a  contemporary  broadside  and 
also  in  the  following  notice  from  Nile's  Weekly  Register,  April  23, 
1825: 


'  t  '."'•JN-.j-jl.V  C 
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'The  Clinton  Vases.' 
description  of  the  vases  presented  to  gov.  Clinton  by  the 
merchants  of  Pearl  street,  in  the  city  of  New  York,  in  testimony 
of  their  gratitude  and  respect  for  his  public  services. 

'The  form  of  the  vases  is  copied  from  the  celebrated  antique 
vase,  found  among  the  ruins  of  the  Villa  of  Adrian,  and  now  in 
possession  of  the  carl  of  Warwick.  The  handles  and  some  of  the 
ornaments  are  also  similar  to  those  upon  that  beautiful  specimen 
of  ancient  art;  but  all  the  tablets  and  figures,  in  bas  relief,  arc 
different,  and  exhibit  scenes  upon  the  grand  canal,  or  allegorical 
illustrations  of  the  progress  of  the  arts  and  sciences. 

'The  vases  are  twenty-four  inches  in  height,  twenty-one 
inches  between  the  extremities  of  the  handles,  and  the  diameter 
of  the  body,  in  the  largest  part,  is  fourteen  and  a  half  inches;  the 
weight  of  silver,  in  each,  is  about  four  hundred  ounces. 

'Their  form  is  circular,  except  that  the  lower  part  is  slightly 
elliptical,  as  are  also  the  covers,  each  of  which  is  surmounted  by 
,m  eagle,  standing  upon  a  section  of  the  globe,  upon  w  hich  is 
traced  part  of  the  outline  of  the  state  of  New  York;  he  bears  in 
one  talon  the  arms  of  the  state,  and  in  the  other  a  laurel  wreath. 
The  pedestal  is  square,  and  supported  by  four  claws;  two  sides  of 
the  pedestal  of  the  first  vase  are  ornamented  with  foliage  and 
scroll  work,  with  an  oval  medallion,  bearing  a  river  deity,  leaning 
on  an  inverted  vase.  The  third  contains  the  inscription:  TO  THE 
HONORABLE  DE  WITT  CLINTON,  WHO  HAS  DEVEL- 
OPED THE  RESOURCES  OF  THE  STATE  OF  NEW- 
YORK,  AND  ENNOBLED  HER  CHARACTER,  THE 
MERCHANTS  OF  PEARL-STREET  OFFER  THIS  TESTI- 
MONY OF  THEIR  GRATITUDE  AND  RESPECT. 

'The  fourth  exhibits  a  number  of  figures,  which  in  connection 
with  those  on  the  corresponding  section  of  the  other  vase  are 
intended  to  represent  the  progress  of  the  Arts  and  Sciences  from 
their  rude  origin  to  their  present  improvement.  On  the  right  of 
the  spectator  appears  a  pastoral  group  listening  to  the  pipe  of 
Mercury;  next  to  these  is  a  husbandman  leaning  upon  his  spade, 
and  gazing  upon  a  hive,  while  a  female  figure  points  to  the 
labors  of  the  industrious  bee;  then  appears  Minerva  without  her 
helmet  and  shield,  directing  the  attention  of  the  spectator  to  a 
bust  which  Sculpture  is  chiselling.  The  concave  belt  around  the 
middle  of  this  vase  bears  six  tablets  in  bas  relief;  the  two  centre 
tablets  exhibit  views  of  the  Cohoos  Falls  and  of  the  Little  Falls  of 
the  Mohawk,  with  the  stone  aqueduct  and  bridge,  and  parts  of 
the  Canal.  The  figures  on  each  side  of  the  former  are  Fame  and 
History;  on  one  side  of  the  latter  is  an  Indian  contemplating  the 
stump  of  a  tree  recently  felled,  and  the  axe  lying  at  its  root;  and 
on  the  other,  Plenty  with  her  cornucopia — a  head  of  Neptune 
with  his  trident,  dolphins  and  shells,  is  placed  at  each  extremity 
of  this  belt,  under  the  grape-vine  handles. 

'On  the  second  vase,  two  sides  of  the  pedestal  are  ornamented 
with  foliage,  &c.  as  on  the  first:  the  third  contains  the  inscription, 
TO  THE  HONORABLE  DE  WITT  CLINTON,  WHOSE 
CLAIM  TO  THE  PROUD  TITLE  OF  PUBLIC  BENEFAC- 
TOR IS  FOUNDED  ON  THOSE  MAGNIFICENT  WORKS, 
THE  NORTHERN  AND  WESTERN  CANALS.  On  the 
fourth  side  is  Architecture  leaning  upon  a  column,  with  a  level 
at  its  base.  Then  a  youth  holding  a  drawing  board  with  a  diagram 


7.  Preliminary  drawing  for  one  of  a  pair  of  monumental  covered  vases, 
related  in  design  to  the  Warwick  Vase,  made  by  Fletcher  &  Gardiner 
for  presentation  to  Governor  DeWitt  Clinton  of  New  York  by  the 
merchants  of  Pearl  Street  in  1825.  Reproduced  by  courtesy  of  The 
Metropolitan  Museum  of  Art. 
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of  one  of  the  first  problems  in  mathematics,  and  an  old  man 
directing  his  attention  to  the  figures  beyond,  which  denote  the 
sciences  still  unexplored,  and  encouraging  him  to  persevere.  The 
next  group  is  composed  of  two  aged  persons,  contemplating  a 
globe  held  by  a  female,  who  points  to  some  lines  upon  its  surface; 
next  is  a  figure  with  a  torch  in  the  right  hand,  and  a  star  on  the 
head,  and  holding  in  the  left  hand  a  tablet  with  a  diagram;  by  his 
side  is  a  sun-dial,  an  athletic  figure  beyond  holds  a  pair  of 
dividers,  and  gazes  attentively  upon  the  female  with  the  globe. 
This  group  is  intended  to  indicate  the  study  of  the  sciences.  The 
concave  belt  around  this  vase  is  also  embellished  with  six  tablets. 
The  front  view  is  the  Guard  Lock  and  part  of  the  basin  at 
Albany,  where  the  Canal  is  connected  with  the  Hudson,  together 
with  the  mansion  of  Mr.  Van  Rensselaer  and  the  adjacent 
scenery,  and  Canal  boats  passing.  The  plate  on  the  right  of  this 
tablet  exhibits  Ceres  with  the  emblems  of  agriculture;  that  on 
the  left  Mercury,  with  the  emblems  of  commerce.  The  reverse 
centre  tablet  contains  a  view  of  the  aqueduct  at  Rochester,  and  a 


9.  Fletcher  &  Gardiner's  mark  on  the  base  of  No.  8.  This,  and  No.  8, 
reproduced  by  courtesy  of  Yale  University  Art  Gallery  (Mabel  Brady 
Garvan  Collection). 


8.  Covered  vase,  by  Fletcher  &  Gardiner,  Philadelphia,  c.  1830,  'presented 
by  the  Proprietors  of  the  Chesapeake  and  Delaware  Canal  to  James  C. 
Fisher,  Esq.  in  testimony  of  his  faithful  and  useful  services  as  President 
of  the  Company,  June  7,  1830'. 


boat  passing,  drawn  by  horses;  below  are  seen  the  Falls  of  the 
Genessce,  and  a  number  of  unfinished  buildings — this  view  is 
supported  on  the  right  and  left  by  Minerva  and  Hercules, 
indicating  wisdom  and  strength. 

'The  lower  compartment  of  the  body  of  each  vase  is  orna- 
mented with  acanthus  leaves,  intermingled,  at  proper  distances, 
with  small  shrubs;  among  which  are  seen  the  wild  animals 
which  haunted  our  western  region,  before  the  industry  and 
enterprise  of  our  brethren  made  "The  wilderness  to  rejoice  and 
blossom  as  the  rose". 

'These  vases  were  made  by  Messrs.  Fletcher  and  Gardiner,  of 
Philadelphia,  and  designed  by  Mr.  Fletcher,  and  cost  3,500 
dollars'. 

This  documentation  gives  the  Warwick  Vase  as  the  exact 
source  of  the  design,  names  Thomas  Fletcher  as  the  designer  and 
gives  the  dates  when  the  vases  were  designed  and  made.  The 
vases  were  presented  to  the  Governor  at  a  ceremony  at  the 
Governor's  Mansion  in  Albam  .  The  vases  arc  preserved  in  prime 
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10.  Covered  tureen,  from  a  set  of  four  pre- 
sented to  Commander  John  Rodgers  by  the  city 
of  Baltimore,  marked  Fletcher  &  Gardiner  in 
roman  capitals  within  two  concentric  ovals  and 
PhiladA  in  roman  capitals  in  a  rectangle.  Re- 
produced by  courtesy  of  The  Smithsonian 
Institution,  Washington,  D.C. 


condition  and  are  now  on  display  at  the  New  York  Chamber  of 
Commerce. 

In  the  Fletcher  sketches  at  The  Metropolitan  Museum  of  Art 
are  designs  for  wine  coolers  which  are  ornamented  with  garlands 
of  grapes  and  grape  leaves  and  Bacchus  heads  reminiscent  of  the 
Warwick  Vase.  Several  such  pieces  are  in  collections  today.  A 
wine  cooler,  'Presented  to  Gwinn  Harris  by  his  former  associates' 
in  183 1  is  in  the  Maryland  Historical  Society. 

A  vase  'Presented  by  the  Proprietors  of  the  Chesapeake  and 
Delaware  Canal  to  James  C.  Fisher,  Esq.  in  testimony  of  his 
faithful  and  useful  services  as  President  of  the  Company,  June  7, 
1 830'  is  in  the  Yale  University  Art  Gallery  (Nos.  8  &  9).  Its  body 
is  ornamented  with  acanthus  leaves  and  classic  borders  and  a 
band  of  grapes  and  grape  leaves.  The  twisted  handles  are  also 
reminiscent  of  the  Warwick  Vase.  It  rests  on  a  square  base  upheld 
by  hairy-paw  feet  springing  out  of  an  anthemion  and  the  finial 
is  a  figure  of  Neptune  standing  on  a  shell.  A  vase  of  almost 
identical  size  and  ornamentation  has  recently  been  acquired  by 
The  Metropolitan  Museum  of  Art.  It  however  is  crowned  with 
a  figure  of  Plenty  holding  a  cornucopia  and  the  square  base  has  a 
view  of  the  Schuylkill  River.  The  vase  was  presented  to  Thomas 


Firth,  Esq.  of  the  Schuylkill  Navigation  Company  in  1833.  The 
vase  is  marked  T.  Fletcher,  Philad  in  an  oval. 

Part  of  the  silver  service  presented  by  the  citizens  of  Baltimore 
to  Commodore  Rodgers  (c.  1839)  is  preserved  in  The  Maryland 
Historical  Society.  The  pieces  include  trays,  pitchers,  sauce  boats, 
covered  tureens,  a  fish  platter  and  a  fruit  bowl.  A  covered  tureen 
from  this  service  (No.  10)  is  also  in  The  Smithsonian  Institution. 
In  making  this  set  Thomas  Fletcher  gave  more  attention  to 
overall  design  than  in  his  massive  presentation  pieces.  The  set  is 
in  high  Empire  style  with  eagle-head  handles,  winged-paw  feet, 
artichoke  finials  and  applied  cast  borders.  The  pieces  are  elegant 
and  dignified  in  design. 

Another  presentation  service  of  domestic  plate  is  illustrated  in 
the  Fletcher  drawings  in  the  Metropolitan  Museum  of  Art. 
There  are  designs  for  four  of  the  pieces  of  this  service  which 
Fletcher  made  for  presentation  to  Nicholas  Biddle  of  the  Old 
United  States  Bank  in  Philadelphia.  The  pieces  are  in  elaborate 
rococo  decoration  (Nos.  11,  12  &  13)  with  naturalistic  patterns, 
a  cartouche,  and  'S'  and  'C'  scrolls,  and  have  flower  finials.  The 
set  was  made  in  1838  and  was  thus  an  early  example  of  the 
rococo  revival.  The  actual  silver  is  no  longer  in  existence,  having 
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been  melted  down  when  the  bank  failed.  Of  all  the  known  pieces 
of  Fletcher  &  Gardiner  silver  there  is  nothing  similar  in  form  or 
ornament  to  the  Biddle  service.  Philip  Hone  comments  on  this 
set  in  his  Diary  (14th  February,  1838):  'The  Biddle  Plate.  I  was 
shown  this  afternoon  at  the  shop  of  Messrs.  Fletcher  &  Co.  in 
Chestnut  Street  the  most  superb  service  of  plate  I  ever  saw  to  be 
presented  by  the  directors  of  the  Old  Bank  of  the  U.S.  to  Mr. 
Nicholas  Biddle.  It  is  to  cost  Si 5,000.  The  inscription  recites  all 
his  valuable  services  to  the  institution  and  to  the  country  at 
large  .  .  .  Fletcher  &  Co.  are  the  artists  who  made  the  Clinton 
vases.  Nobody  in  this  world  of  ours  can  compete  with  them  in 
their  kind  of  work.' 


11,  12  and  13.  Three  Fletcher  &  Gardiner  draw- 
ings, showing  elaborate  rococo  decoration,  for 
a  presentation  service  to  Nicholas  Biddle  of 
the  Old  United  States  Bank  in  Philadelphia. 
Reproduced  by  courtesy  of  The  Metropolitan 
Museum  of  Art. 
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14.  Part  tea-service  made  by  Fletcher  &  Gardiner,  Philadelphia,  c.  1820,  marked  F  &  G  in  a  cut-cornered  rectangle.  Reproduced  by  courtesy  of 
The  Newark  Museum,  New  Jersey. 


The  Fletcher  &  Gardiner  or  Thomas  Fletcher  silver  that  has 
come  on  the  market  in  recent  years  has  been  of  high  Empire 
design,  classic  in  form  and  ornament.  The  shapes  are  dignified 
and  refined.  Urns,  vases,  pitchers,  tea  and  coffee  pots,  fruit 
bowls  and  gravy  urns  usually  stand  on  bases  raised  on  winged- 
paw  feet  or  hairy-paw  feet  topped  with  an  anthemion.  Round 
bases  are  occasionally  seen.  Handles  are  eagle-headed,  snake  form, 
S-scroll,  ram's  heads  or  laurel-turbaned  heads.  Finials,  too,  are  of 
various  shapes,  including  pomegranate,  pine  cone,  acorn,  urn  and 
eagles,  dolphin  or  classic  designs  top  the  acanthus  leaf  and 
various  conventional  classic  designs,  such  as  egg  and  dart  and 
gadroon  as  well  as  shell,  star  and  rose  borders.  Some  pieces  also 
have  bands  of  grapevine,  roses  with  leaves  and  pods,  anthemion 
or  scroll  and  shell. 

Two  complete  tea  and  coffee  services  by  Fletcher  £\  Gardiner 
have  recently  come  to  light.  One  (No.  14)  was  a  bequest  to  the 
Newark  Museum  and  the  other  is  in  the  collection  of  Mr.  Jay  P. 
Altmayer.  Both  sets  have  eagle-head  spouts,  handles  bracketed  in 
cornucopias  and  laurcl-leaf-turbaned  heads  on  sugar  and  waste 
bowls.  They  are  set  on  rose-bordered  square  bases  with  hairy-paw 
feet  and  have  acorn  finials.  The  services  are  almost  identical  in 
shape  but  the  set  in  the  Altmayer  Collection  has  silver  handles 
while  that  in  the  Newark  Museum  has  ebonised  handles.  Also 
there  is  a  variance  in  the  decorative  bands  and  the  design  of 
the  paw  feet.  There  were  other  tea  sets  with  round  pedestals, 
delicate  grapevine  borders  and  urn  finials. 

The  refined  elegance  of  the  Empire  style  is  also  seen  in  the  hot 
water  urn  (No.  15)  inscribed  with  the  name  of  Daniel  Webster. 
It  was  made  by  Fletcher  &  Gardiner  probably  between  1828  and 


1835.  In  the  Thomas  Fletcher  Papers  there  are  several  letters  of 
1 828-1 829  relating  to  the  payment  ($85.00)  for  a  watch  which 
Daniel  Webster  bought  from  the  firm  of  Thomas  Fletcher.  The 
urn  may  have  been  purchased  during  these  years.  The  decoration 
of  this  handsome  urn  is  restrained  and  is  limited  to  bands  of  relief 
ornament  with  classical  scroll  and  shell  motifs.  The  pomegranate 
finial  is  set  in  stylised  acanthus  leaves  and  the  urn  is  set  on  a 
square  base  with  hairy-paw  feet  emerging  from  stylised  leaf 
forms.  This  urn  was  auctioned  at  Parkc-Bernet  Galleries  on 
13th  March,  1942.  In  the  catalogue  the  urn  was  described:  'Early 
American  chased  silver  hot  water  urn,  nearly  spherical  body  with 
domed  lid  on  flaring  socle  and  claw-footed  square  base;  the 
borders,  handles,  spout,  etc.,  richly  chased  with  foliage  and 
shells.  Front  engraved,  Daniel  Webster.  Height  14  inches'.  The 
urn  was  illustrated,  together  with  several  other  pieces,  and  no 
maker's  name  was  listed.  It  sold  for  $115.  In  a  later  sale  on  17th 
May,  1969,  the  urn  was  featured  in  a  large  illustration  and  the 
maker's  name,  Fletcher  &  Gardiner,  was  listed.  The  urn  sold  for 
$2,600.  The  urn  is  marked  Fletcher  &  Gardiner  around  a  circle 
with  Philadelphia  in  a  small  inner  circle.  The  difference  in  price 
of  the  urn  at  the  two  sales  is  an  example  of  the  growing  interest 
in  nineteenth-century  and  especially  that  of  such  well-known 
silversmiths  as  Fletcher  &  Gardiner. 

The  majority  of  the  Fletcher  &  Gardiner  presentation  pieces 
have  been  located.  However  Fletcher  &  Gardiner  and  later 
Thomas  Fletcher  also  made  considerable  domestic  hollow-ware 
and  flatware.  Such  articles  are  now  in  demand  with  collectors 
and  prices  will  accordingly  triple  together  with  silver  of  other 
late  classic  American  silversmiths  of  the  nineteenth  century. 
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15.  Water  urn,  made  by  Fletcher  &  Gardiner  probably  between  1828  and  1835  and  inscribed  with  the  name  of  Daniel  Webster. 
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The  American  way  with  art 


JOSEPH  T.  BUTLER  American  Editor  of  The  Connoisseur 


Chinese  Painted  Enamels 

CHINESE  painted  enamel  is  a  particularly- 
intriguing  subject  because  it  is  an  art 
which  was  introduced  to  the  East  from  the 
West.  The  only  other  technique  which  was  so 
introduced  was  glassmaking.  Champleve  or 
cloisonne  enamels,  which  were  produced  in 
China  from  early  times,  are  not  to  be  confused 
with  these  smooth  painted  enamels  on  copper 
bodies.  It  is  thought  that  this  latter  art  was  first 
introduced  to  China  about  1685  during  the 
reign  of  the  Emperor  K'ang  Hsi  by  Jesuit  mis- 
sionaries. Some  of  these  missionaries  were  from 
France,  Germany  and  Italy,  countries  in  which 
enamelling  was  practised  from  Gothic  times, 
reaching  a  climax  in  the  great  masterpieces  of 
the  Renaissance. 

The  Chinese  called  painted  enamels  'foreign 
porcelain'.  Two  chief  centres  developed  for  the 


production  of  these  wares — one  at  the  capital, 
Peking,  which  was  under  the  Emperor's  patron- 
age, and  the  other  Ching-te  Chen,  the  chief 
porcelain  centre  in  South  China.  As  is  the  case 
with  porcelain,  the  enamels  can  be  divided  into 
two  chief  categories.  One  group  was  made  for 
export  and  the  other  for  home  consumption. 
The  first  group  is  distinguished  through  the  use 
of  Western  figures  as  decoration,  often  in  Chin- 
ese garden  settings  and  also  through  the  form 
for  many  of  these  objects  are  copied  from 
European  forms  completely  alien  to  the  Chin- 
ese. That  which  was  made  for  home  consump- 
tion is  decorated  with  floral  and  fruit  sprays  and 
is  more  meticulously  decorated  than  that  in- 
tended for  export.  While  the  Chinese  were 
admirers  of  enamels,  they  never  held  them  in  as 
high  esteem  as  porcelains. 

The  high  point  of  these  enamelled  wares  was 


during  the  reigns  of  K'ang  Hsi  (1662-1722), 
Yung  Cheng  (1723-173  5),  and  Ch'ien  Lung 
(I735_I795)-  After  this,  quality  began  to  decline. 
Sometimes  pieces  bear  reign  marks  and  on  some 
rare  pieces  studio  marks  also  occur.  However, 
it  has  never  been  possible  to  determine  any 
uniformity  of  style  on  the  examples  which  con- 
tain studio  marks. 

China  House  Gallery  of  the  China  Institute 
in  New  York  City  held  a  fascinating  exhibition 
of  these  wares  which  closed  only  last  month. 
This  show  was  somewhat  a  departure  for  this 
gallery  which  has  previously  concerned  itself 
only  with  Chinese  objects  which  represent  the 
zenith  of  originality  in  Chinese  art.  However, 
the  departure  was  an  overwhelming  success,  for 
this  beautiful  exhibition  was  the  first  compre- 
hensive showing  devoted  exclusively  to  these 
sometimes  neglected  enamels.  Mr.  J.  A.  Lloyd 
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3.  Quatrefoil  tray,  enamel  on  copper,  K'ang  Hsi  period.  Mr.  and  Mrs.  David 
Hunt  Stockwell. 


4.  Large  rectangular  tray,  enamel  on  copper,  Ch'ien  Lung  period.  J.  A. 
Lloyd  Hyde. 


Hyde,  a  noted  collector  of  Chinese  enamels, 
selected  the  nearly  one  hundred  items  included 
from  private  collections  and  institutions  and  he 
also  wrote  the  informative  and  beautifully 
illustrated  catalogue. 

In  an  introduction  to  the  catalogue,  Mr.  Hyde 
states  that  there  is  a  large  area  of  scholarship 
still  open  here,  for  the  definite  facts  concerning 
these  enamels  are  few.  Margaret  Jourdain  and 
R.  Soame  Jenyns  probably  have  given  the  best 
single  account  of  enamels  in  their  Chinese  Export 
Art  in  the  lSth  Century.  Mr.  Hyde  quotes  exten- 
sively from  this  work  and  gives  something  of 
the  feeling  of  the  early  Jesuit  influence  on  this 
industry.  It  certainly  can  be  hoped  that  some 
future  scholar  will  explore  this  fascinating  area 
which  has  gone  essentially  unnoticed  because  of 
the  great  fascination  for  Chinese  porcelains 
which  were  produced  for  the  export  market. 

The  Jay  C.  Leff  Collection  of 
Black  African  Art 

JAY  C.  LEFF'S  collection  has  been  exhibited 
partially  at  a  number  of  American  institutions 
and  is  therefore  well  known.  It  is  extremely 
broad  in  scope  encompassing  the  art  of  Oceania, 
Negro  Africa,  Mesoamerica,  the  Orient,  North 
and  South  America,  and  early  Europe,  the  Near 
East,  Egypt,  and  Central  Asia.  One  of  the  most 
extensive  samplings  of  this  broad  collection  was 
made  ten  years  ago  when  the  Museum  of  Art 
of  the  Carnegie  Institute  in  Pittsburgh,  Pennsyl- 
vania exhibited  about  eleven  hundred  objects 
which  covered  this  entire  range.  The  Carnegie 
has  recently  held  another  show  drawn  from 
Mr.  LefF's  collection  —this  time  a  selection  of 
323  pieces  of  Black  African  art.  The  show  closed 
in  the  middle  of  January. 

This  particular  collection  of  African  art  is 
generally  regarded  as  one  of  the  most  extensive 
and  highest  in  quality  in  this  country.  As  would 
be  expected,  the  majority  of  the  pieces  were 


5.  Face  mask,  Bakwele,  Congo,  wood,  with  brown  and  white  colouring.  Jay  C.  Leff  Collection. 
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made  for  religious  or  ritual  purposes.  The  range 
of  w  orks  is  quite  fascinating — from  a  20-foot- 
liigh  Dogon  piece,  to  animal  masks,  fetishes, 
rhythm  pounders,  human  figures,  gold  weights, 
amulets,  and  headdresses.  Also  included  is  a 
group  ot  extremely  rare  and  hue  Benin  bronzes 
of  the  1 6th  century. 

This  exhibition  is  of  particular  importance 
because  it  presents  the  wide  range  of  geographic 
areas  and  styles  which  make  up  the  overall  field 
of  African  art.  It  offers  a  general  view  for  the 
novice  and  also  some  fresh  delights  for  the 
connoisseur.  Mr.  Leff  is  constantly  upgrading 
his  collection  so  that  many  of  the  pieces  shown 
here  have  not  previously  been  seen.  A  hand- 
some and  beautifully  illustrated  catalogue  has 
been  prepared.  It  has  a  Foreword  by  Leon  A. 
Arkus,  Director,  the  Museum  of  Art,  the 
Carnegie  Institute,  who  also  installed  the  exhi- 
bition, and  a  brief  general  essay  by  William 
Bascom,  Director,  the  Robert  H.  Lowie 
Museum  of  Anthropology,  University  of  Cali- 
fornia, Berkeley. 

Caracciolo's  'Narcissus'  at  the 
Ringling  Museum 

THE  Ringling  Museum  ot  Art  at  Sarasota, 
Florida  has  a  notable  collection  of  Baroque 
paintings  which  is  constantly  growing.  Recent- 
ly a  magnificent  addition  has  been  made  to  the 
collection  through  the  acquisition  of  Narcissus 
by  the  Neapolitan  artist  Giovanni  Battista 
Caracciolo  (c.  1570-1637),  who  is  also  known  as 
Battistcllo.  Caracciolo  was  the  first  and  most 
outstanding  follower  of  Michelangelo  da  Cara- 
vaggio  who  originated  tenebrism  which  is  char- 
acterized by  the  use  of  strong  highlights  and 
deep  shadows  to  give  a  very  dramatic  effect. 

Narcissus  was  a  favourite  subject  with 
Baroque  artists  because  the  story  characterized 
the  themes  of  vanity  and  perishability  of  beauty. 
Caracciolo  has  brought  considerable  vigour  to 


7.  Face  mask,  Dogon,  Mali,  Western  Sudan, 
wood.  Jay  C.  Leff  Collection. 


his  portrayal  of  the  youth  who  is  generally- 
shown  as  an  effeminate  young  man.  Other 
important  Neapolitan  painters  in  the  Ringling 
collection  are  Massimo  Stanzione,  Salvator 
Rosa,  Jusepc  Ribera,  Luca  Giordano,  and 
Andrea  Vaccaro.  The  painting  was  acquired 
from  Agnew's  of  London  at  a  cost  of  $24,000. 


6.  Snake  fetish,  Landuman,  Guinea,  wood  with 
colouring.  Jay  C.  Leff  Collection. 


8.  Ceremonial  granary  container  in  the  form  of  a  horse,  Dogon,  Mali,  Western  Sudan.  Jay  C.  Leff 
Collection. 


Painted  by  F.  R.  Spencer 

THE  interest  in  19th-century  American  paint- 
ing increases  constantly  and  more  conclusive 
research  is  being  undertaken  to  document  the 
works  of  painters  who  have  previously  been 
relatively  obscure  or  completely  neglected. 
Frederick  R.  Spencer  (1 806-1 875)  is  one  of 
these  forgotten  painters  whose  work  has  only 
recently  been  investigated.  The  Munson- 
Williams-Proctor  Institute  and  The  Oneida 
Historical  Society  at  Utica  co-sponsored  the 
first  exhibition  of  Spencer's  work  at  Fountain 
Elms  in  Utica,  New  York. 

It  is  highly  regrettable  that  Professor  Laurence 
A.  Goodrich  died  before  a  compilation  of  his 
years  of  research  on  Spencer  could  be  made  and 
published.  A  brief  biography,  based  on  Pro- 
fessor Goodrich's  notes,  has  been  contributed 
to  the  catalogue  by  Susan  Crosier,  Director  of 
the  Oneida  Historical  Society.  In  this,  we  are 
told  that  Spencer,  born  in  Lenox,  New  York, 
showed  an  early  aptitude  for  painting.  When 
he  was  15  he  saw  the  work  of  the  Albany 
painter  Ezra  Ames  and  in  1822  he  saw  an 
exhibition  of  the  work  of  William  Dunlap. 
Spencer  went  to  New  York  City  shortly  after 
1822  where  he  became  a  pupil  of  John  Trum- 
bull ;  he  also  studied  at  the  American  Academy 
of  Fine  Arts  until  he  returned  to  upstate  New 
York. 

After  a  marriage,  Spencer  again  went  to  New 
York  in  1 83 1  where  he  became  director  of  the 
American  Academy  of  Fine  Arts.  This  organiza- 
tion gave  way  to  the  National  Academy  of 
Design  to  which  Spencer  was  elected  associate 
in  1837,  academician  in  1 846,  and  corresponding 
secretary  in  1849.  During  this  time  he  painted 
the  portraits  of  a  number  of  prominent 
Americans.  He  also  copied  portraits  as  his 
Washington  Irving  testifies.  It  is  a  direct  copy  of  a 
portrait  by  Gilbert  Stuart  Newton  which  was 
painted  ten  years  earlier.  In  1858,  Spencer  again 
retired  to  upstate  New  York  where  he  con- 
tinued to  paint  until  his  death  in  1875. 

Raiding  the  Icebox  with  Andy  Warhol 

AN  exhibition  with  the  provocative  title  Raid 
the  Icebox  I,  with  Andy  Warhol  will  open  on 
April  23  at  the  Museum  of  Art,  Rhode  Island 
School  of  Design  in  Providence.  This  showing 
will  continue  until  June  30  and  has  been 
previously  seen  at  the  Institute  for  the  Arts, 
Rice  University  in  Houston,  Texas  and  The 
Isaac  Dclgado  Museum,  New  Orleans,  Louisi- 
ana. The  idea  of  the  show  was  simply  this — the 
Museum  of  the  Rhode  Island  School  has  some 
35,000  objects  in  storage  and  Warhol  was 
invited  to  choose  a  group  of  materials  from  this 
and  to  display  them  in  any  manner  which  he 
chose.  As  a  result  404  objects  were  chosen  after 
several  days  of  inspection. 

It  is  interesting  to  consider  the  types  of 
materials  which  the  painter  chose.  His  chief 
preference  is  American  folk  painting  and  19th- 
century  paintings.  He  also  chose  works  by 
Charles  Sheclcr  and  Lyoncl  Feiningcr  as  well  as 
a  Cezanne,  a  Degas  drawing  and  Guiseppe 
Ma~:ini  on  His  Deathbed  by  Silvestro  Lega. 
More  startling  perhaps  is  his  selection  of  assort- 
ment of  old  shoes,  navajo  blankets,  wallpaper. 


9.  Giovanni  Battista 
Caracciolo.  Narcis- 
sus, oil  on  canvas. 
The  John  and  Mahle 
Rittgling  Museum  of 
Art,  Sarasota,  Florida. 


10.  Frederick  R. 
Spencer.  Margaret 
Palmer  Kellogg,  oil  on 
canvas,  1830.  Munson- 
Williams-Proctor  In- 
stitute, gift  of  Mrs. 
Margaret  la  T. 
Ballantine. 
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II.  Frederick  R. 
Spencer.  Washington 
Irving,  oil  on  panel, 
1835.  Hamilton  College 
Collection  at  Munson- 
Williatns-Proctor  Inst- 
itute. 


umbrellas,  and  furniture.  Warhol  decided  that 
the  everyday  and  household  objects  should  be 
displayed  just  as  they  were  found  in  the  storage 
room.  An  extremely  interesting  group  of 
sculpture  which  includes  a  Rodin  and  a  Mayan 
head  are  displayed  just  as  they  were  found  in  a 
dusty  corner. 

In  essence,  the  exhibition  is  divided  into  two 
general  groups — single  objects  and  objects  in 
series.  It  is  certainly  the  latter  of  these  which 
presents  more  visual  delight  to  the  eye.  Because 
it  is  the  poetic  feeling  of  the  artist  for  the 
materials  selected,  there  is  no  chronological  or 
historical  point  of  reference  in  this  show.  The 
superbly  produced  catalogue  follows  this  same 
reasoning  and  contains  a  number  of  fascinating 
photographs  in  colour  and  black  and  white  of 
the  groups  of  objects  which  Warhol  chose  as 
well  as  the  individual  items.  In  all,  Raiding  the 
Icebox  provides  an  interesting  new  approach  to 
staging  an  exhibition.  It  should  be  remembered, 
however,  that  such  a  show  is  a  highly  individual 
thing  both  aesthetically  and  intellectually  and 
its  overall  validity,  beyond  this,  is  to  be  doubted. 
At  least,  such  a  show  does  give  some  idea  of 
the  treasures  and  simple  clutter  with  which 
America's  museum  storerooms  are  crowded. 
Will  other  artists  raid  other  iceboxes  in  the 
future? 


12.  Group  of  sculp- 
ture: 'Raiding  the 
Icebox  I,  with  Andy 
Warhol'.  Museum  of 
Art,  Rhode  Island 
School  of  Design. 


The  Donald  Karshan  Collection 
of  Graphic  Art 

ON  March  8th,  an  exhibition  of  one  of  Ameri- 
ca's most  important  collections  of  both  old  and 
modern  master  prints  will  close  at  The  New 
York  Cultural  Centre.  Mr.  Donald  H.  Karshan 
of  New  York  is  a  truly  remarkable  collector  for 
he  assembled  the  200  prints,  which  are  inter- 
nationally known  as  outstanding  impressions, 
in  a  period  of  ten  years.  In  scope,  the  collection 
represents  the  work  of  one  hundred  leading 
printmakers  and  spans  five  centuries. 


13.  Group  of  hatboxes:  'Raiding  the  Icebox  I,  with  Andy  Warhol' 
Museum  of  Art,  Rhode  Island  School  of  Design. 
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14-  Edgar  Degas.  Aux  Ambassadeurs:  Mile.  Becat,  lithograph,  c.  1875.  15.  Edgar  Degas.  Aux  Ambassadeurs,  etching  and  aquatint,  1875.  Donald 
Donald  Karshan  Collection.  Karshan  Collection. 


Of  the  show,  Mr.  Karshan  has  said:  'The 
exhibition  impressively  reveals  how  major 
artists  since  the  Renaissance  have  made  eminent- 
ly successful  and  eloquent  statements  through 
the  printmaking  medium,  often  of  a  quality 
that  ranks  these  multiple  images  with  their 
finest  paintings.  Many  artists,  it  is  evident,  have 
used  printmaking  as  a  primary  medium,  not  as 
a  second-best  or  reproductive  medium  that 
faintly  echoes  their  efforts  in  painting.  Indeed, 
it  is  the  unique  effects  obtained  by  printmaking 
that  draw  artists  to  this  frequently  underrated 
technique,  a  fact  that  is  often  obscured  in  the 
public's  mind  because  the  works  arc  "printed" 
and  are  not  unique.  It  is  the  goal  of  my  collect- 
ing and  the  exhibitions  that  evolve  from  this 
effort  to  draw  attention  to  this  extraordinary 
aesthetic  phenomenon  and  to  help  overcome 
the  injustices  wrought  to  our  print  heritage  by 
ignorance  and  lack  of  full  exposure.' 

There  are  some  particularly  important  prints 
in  Mr.  Karshan's  collection  which  arc  included. 
Schongauer's  St.  Anthony  Plagued  by  Demons  of 
1470  is  represented  by  one  of  the  best  preserved 
and  printed  impressions.  There  are  rare  impres- 
sions of  Diirer's  Melancholia  and  Knight,  Death, 
and  Devil  and  Rembrandt's  Faust  in  his  Study 
and  The  Descent  from  the  Cross  by  Torchlight  as 
well  as  the  excessively  rare  Degas  etching  Aux 
And>assadeurs  which  exists  in  only  five  known 
impressions.  There  is  also  an  important  group 
of  very  rare  prints  by  Goya,  as  well  as  the 
inclusion  of  all  the  masters  of  American  print- 
making  from  the  19th  century  to  the  present. 
Virtually  all  known  printmaking  techniques 
are  represented  in  the  collection. 

Mr.  Karshan  is  the  founder  and  president  of 
The  Museum  of  Graphic  Art  of  New  York. 


This  institution  has  presented  several  important 
exhibitions  of  American  graphics — Winslow 
Homer  and  Mary  Cassatt — as  well  as  a  show 
tracing  the  early  history  of  print  making  in 
America.  Valuable  catalogues  have  been  pub- 
lished in  conjunction  with  each  of  these  exhibi- 
tions. 

The  Horizon  History  of  China 
and  Arts  of  China 

THE  American  Heritage  Publishing  Company 
of  which  Horizon  is  a  part,  is  noted  for  the 
quality  of  the  books  it  publishes.  Now,  a  two 
volume  work  embracing  the  history  and  arts  of 
China  has  appeared  which  is  certainly  one  of 
this  publishing  firm's  most  notable  ventures. 
The  wealth  of  visual  material  which  is  presented 
in  each  of  the  volumes  is  staggering.  Many  of 
the  works  of  art  which  are  illustrated  come 
from  the  National  Palace  Museum  on  Taiwan 
and  have  not  previously  been  published  in  the 
West. 

The  History  is  by  C.  P.  Fitzgerald,  a  noted 
authority  who  has  written  a  number  of  books 
on  the  Far  East,  and  the  Arts  has  an  introduction 
by  the  English  art  critic  Hugh  Honour.  For 
anyone  interested  in  Chinese  art  these  books  arc 
a  must.  Although  they  arc  of  large  format  and 
are  produced  in  a  deluxe  manner,  these  books 
go  far  beyond  those  of  the  'coffee  table'  variety. 
They  contain  a  wealth  of  new  visual  material 
and  an  interesting  approach  to  Chinese  history. 


16.  Ni  Tsan.  Landscape,  ink  on  paper,  1372. 
Sational  Palace  Museum,  Taipei,  Taiwan. 
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n  extremely  rare  and  elegant  pair  of  small 
terrestrial  and  celestial  globes  by  W.  &  S.  Jones  of 
Holborn,  London.  Circa  1790. 
Height  39  inches.  Diameter  overall  17  inches. 
Note:  The  two  globes  bear  the  following  inscriptions. 


TERRESTRIAL 

The  new  twelve  inch  BRITISH  TERRESTRIAL 
GLOBE  representing  the  accurate  positions  of  the  princi- 
pal known  places  of  the  Earth  from  the  discoveries  of 
Captain  Cook  and  subsequent  circumnavigators  to  the 
present  period  1802. 


CELESTIAL 

The  new  twelve  inch  BRITISH  CELESTIAL  GLOBE 
containing  the  exact  positions  of  more  than  3,800  fixed 
stars,  nebulae,  planetary  nebulae,  etc.,  according  to  the 
latest  discoveries  and  observations  of  Dr.  Marshelyrne, 
Dr.  Herschell  and  other  eminent  astronomers  and  adjusted 
to  the  present  period  1800. 


Mr.  Norman  Adams  will  be 
pleased,  by  appointment,  to 
discuss  and  advise  on  investment 
and  other  matters  relating  to 
antiques  and  works  of  art. 
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A  Regency  set  of  6  chairs  of 
simulated  rosewood  and  brass 
mounts,  loose  drop-in  seats  on 
sabre  legs. 


A  Regency  mahogany  chair 
of  hammock  shape  upholstered 
in  antiqued  golden  brandy- 
coloured  leather. 


A  Re  gency  chiffonier  of  rose- 
wood with  brass  inlay,  and 
having  two  doors  with  brass 
grilles.  37  inches  wide. 
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KAPLAN  GALLERY 


HENRI  MARTIN  1 8601943  PLAGE  DE  COLLIOURE  24  X  32  ins. 


RECENT  ACQUISITIONS 
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Illustrated  Catalogue,  1 1  colour  plates  ~  6  inc.  postage  (I'.S.A.  $2) 


6  DUKE  STREET  ST.  JAMES'S  LONDON  S.W.i 

01-930  8665 


Our  contributors  in  this 
issue  include: 

gloria  nunes  riso  guerreiro  :  Curator  of  the 
Calouste  Gulbenkian  Museum. 

Charles  oman:  formerly  Keeper  of  the  Depart- 
ment of  Metalwork,  Victoria  and  Albert  Museum. 

james  parker  :  Curator  of  Western  European  Art, 
Metropolitan  Museum  of  Art. 

john  pearce:  Curator,  American  National  Trust 
for  Historic  Preservation. 

j.  r.  fawcett  Thompson:  formerly  in  the  De- 
partment of  Oriental  Printed  Books  and  Manu- 
scripts, British  Museum. 

james  n.  wood  :  Assistant  Curator,  Contemporary 
Arts,  Metropolitan  Museum  of  Art. 


Next 

month  in 

The  Connoisseur 

The  May  issue  will  include : 

An  18th-century  art  scandal  by  Martin  Butlin.  Why  Nathaniel 
Hone's  'The  Conjuror'  was  excluded  from  the  7th  annual 
exhibition  of  The  Royal  Academy  in  1775. 

Pilkington's  Pottery  by  Lynn  Thornton.  The  story  of  the 
manufacture  and  design  of 'Royal  Lancastrian'  lustre  pottery 
1897-1938. 

The  Read  Collection  by  Malcolm  Easton.  Sir  Herbert  Read's 
personal  collection  of  contemporary  art  on  exhibition  in 
London. 

Spode  and  Copeland  by  Hugh  Tait.  'A  Regency  Bowl'  pre- 
sented to  the  trustees  of  the  British  Museum  by  William 
Rogers  in  18 13. 

PJnlipsburg  Manor  by  Joseph  T.  Butler.  Its  restoration  as 
one  of  the  few  reminders  of  Dutch  colonial  rule  in  New  York. 

American  Church  metalwork  by  John  Pearce.  Part  II  of  an 
illustrated  history  of  Roman  Catholic  church  plate  in  the 
Maryland  area,  1634- 1800. 
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EIGHTEENTH  CENTURY  FRENCH  FURNITURE  AND  WORKS  OF  ART 
44  EAST  57th  STREET.  NEW  YORK,  N.  Y.  10022 
TELEPHONE  PLAZA  8-2297 


A  superb  small  Louis  XV  slant-top  desk  with  panels  ol  ( loromandel  lacquer 
on  a  rare  brownish  orange  background.  Attention  is  drawn  to  the  marvellous 
shape  of  this  piece  which  is  accented  by  the  parallel  red  and  green  lines. 
The  interior  is  beautifully  finished  in  a  marquetry  typical  of  tin;  Ebeniste  to 
whom  it  is  attributed,  A.  Delorme.  The  early  Louis  XV  chauffeuse,  one  ot 
a  pair,  is  unusual  for  the  carving  done  to  the  back. 


/  i ' /J  7 —       ^  — 

/M-6enfay  Jfanc/i  •Atmitwe,  1l<>;L  y  sd</ 
/9  (oadtffld  9L#t,  -   \ar  JJ/od  %f1f  /CO,?/  •  (,?/,?)  W\  '/-MM 


y/ttff/f/t   f(/lf/<   -  'Jnutf/  .'/f>(/,f 


/l  ""ST  P-els  form  the  don,,  Df  this  exceptionally  rare  pair  of  Louis  XV  encoignures 

dore  mount,  enhance  the  form  that  will  appeal  to  the  connoisseur  of  great  eighteenth-century  French  cabinetmaking. 
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1RR.1M  New  Bond  Street,  London  W1 Y  OAR 


01  -493  6767 


Telephone:  FLAxman  0644 
FLAxman  S 1 2  7 


OPEN  i 

Members  of  The  B 


FINEST  ENGLl 


Italian:  last i 
A  magnifi.ee 
of  carved  w<|i 
the  original  j 

Dimensions  i 
Maximum  B 
Maximum 

These  mirroij 
Picture  Hist(j 
Davis,  figure 

Price  £3,650)1 


ht  enterprise  with  discrimination 


FOR  YO 

We  exhibit 


1  u. 

,  LONDON,  S.W.3 


Cables:  jeremique,  london,  s.w.3 
RDAY 

'  Association  Ltd. 


FURNITURE 


7th  century: 
iiportant  pair 
i  still  retaining 
!ror  plates. 


inches, 
nches. 

A  in  "A 
by  Frank 


nr. 


PRO VAL 

for  appreciation 


5©t  Of  t©n.  Rarely  is  s    ha  fine  and  such  a  large  set  of  Philadelphia  mahogany  dining  chairs  available  today. 

The  chairs  were  made  circa  1810,  and  are  Sheraton  inspired.  However,  it  is  interesting  to  note  certain  high 
style  early  Regency  features  such  as  me  reeded  stretcher  supports  directly  under  the  curved  seat  rails,  and  the  Gothic 
tracery  in  the  back  splats  and  pointed  arch  panels  above  the  legs. 

These  Gothic  touches  are  reminiscent  of  cabinetmaker  Joseph  B.  Barry's  style,  and  the  reeded  legs  are 
similar  to  those  on  a  Barry-attributed  sofa  made  for  Louis  Clapier. 

The  insert  below  shows  the  chairs— eight  sides  and  two  armchairs— arranged  around  a  Philadelphia  mahogany 
two-pedestal  dining  table.  In  a  proper  Philadelphia  dining  room  of  1810,  the  chairs  would  have  been  used  around  just 
such  a  table  with  matching  reeding  on  the  legs. 


WT  TRUMP 


Co.,  Inc. 


One  of  the  six  best  collections  of  American  furniture 
the  c  ountry.  All  pieces  unconditionally  guaranteed  to  be  genuine 
and  as  represented  with  no  major  restoration. 


1634  Latimer  St.,  Philadelphia,  Pa.  19103  •  (215)  545-1750  •  Open  12:30  to  5:30  weekdays  or  by  appointment 
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to 


PICASSO 

EXPRESSIONIST    •    20th  (  KM  I  in 
PAINTINGS 

ACQIAVELLA  GALLERIES  Inc.,  IK  East  79lh  Street,  New  York.  HE  4-6300 


THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 

20  Rutland  Gate,  London  S.W.7 

Telephoj"     1  5894128/2102 


From  the  Collection  of  the  late  Mrs.  D.  Gubbay 

Antique  German  gold  mounted  carved  white  quartz 
shaped  rectangular  snuff  box.  The  quartz  cover  is  carved 
with  a  sunflower,  swirling  scrolls  and  a  scallop  shell.  The 
body  is  uncarved  and  highly  polished.  The  gold  mount  has 
a  scrolling  edge  and  on  the  front  of  the  box  widens  to  a 
large  thumbpiece  finely  carved  with  shells  and  scrolls. 
Circa  1760,  probably  Berlin. 

During  this  year  we  shall  illustrate  Works  of  Art  which 
were  in  the  Gubbay  Collection,  acquired  through  members 
of  The  British  Antique  Dealers'  Association. 


A  booklet  price  10s.  post  free  ($1.50  abroad)  giving  the  names  and  addresses  of 
established  dealers  in  antiques  and  works  of  art  who  are  elected  members  of  the 
Association  will  be  forwarded  on  application  to  the  Secretary. 


RICHARD  GREEN 

(Fine  Paintings) 


DIRK  VAN  DEELEN 
Signed  and  dated  1629 
Copper  15^x21^  inches 

This  painting  is  included  in  the 

EXHIBITION  OF  OLD  MASTER  PAINTINGS 


Also  works  by: 

C.  de  Heem 

D.  van  Deelen 
F.  Franc  ken  II 
F.  de  P.  Ferg 

C.  van  den  Berghc 


8th  April -9th  May,  1970 


G.  C.  dTIondecoeter 
A.  Joli 
N.  Maes 
A.  Mignon 


J.  B.  Monnoyer 


G.  P.  Pannini 
B.  Peeters 
M.  Schoevaerts 
N.  van  Verendael 
J.  Ween i \ 


Fully  illustrated  catalogues  U.K.  £1  U.S.A.  $3.00  including  postage 

Sold  in  aid  of  the  Imperial  Cancer  Research  Fund 

Daily  10  a.m.  -  6  p.m.  Sats  10  a.m.  -  12.30  p.m. 

36  DOVER  STREET,  LONDON,  W1X  4JQ     TELEPHONE  01-493  7997 


RICHARD  GREEN 

(Fine  Paintings) 


CHRISTOf  FEL  VAN  DEN  BERGHE,  c.  1590-1642 

Signed 
Panel  13£  x9£  inches 

This  painting  is  included  in  the 

EXHIBITION  OF  OLD  MASTER  PAINTINGS 

commencing  8th  April,  1970 

36  DOVER  STREET,  LONDON,  W1X  4JQ     TELEPHONE  01-493  7997 


RICHARD  GREEN 

(Fine  Paintings) 


CORNELIS  DE  HEEM,  1631  -  1695 
Signed 
Canvas  15£  x  2(H  inches 


This  painting  is  included  in  the 

EXHIBITION  OF  OLD  MASTER  PAINTINGS 

commencing  8th  April,  1970 


36  DOVER  STREET,  LONDON,  W1X  4JQ     TELEPHONE  01-493  7997 


RICHARD  GREEN 

(Fine  Paintings) 


ABRAHAM  MIGNON,  1639-1679 
Signed 
Canvas  31  x  39  inches 

This  painting  is  included  in  the 

EXHIBITION  OF  OLD  MASTER  PAINTINGS 

commencing  8th  April,  1970 


36  DOVER  STREET,  LONDON,  W1X  4JQ     TELEPHONE  01-493  7997 


T.  CROWTHER  &  SON 

(T.  CROWTHER  &  SON  LTD) 

282  North  End  Road,  Fulham,  London,  S.W.6 

Please  Note:  We  close  at  1.0  p.m.  on  Saturdays 
Cables:  Antiquity,  London     Telephone:  01-385  1375-7 


A  superb  mid-T8th-Century  carved  pinewood  chimneypiece  with 
Fox  Head  centre,  in  the  French  manner. 


Length  of  shelf  6  ft.  1  in. 

Total  height  5  ft.  1  in. 

Opening  width  4  ft.  3  in. 

Opening  height  4  ft.  oin. 
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Members  of  The  British  Antique  Dealers'  Association 


Works  of  Art 


Expert  Restoration  of  Antiques 


Period  Furniture 


A  fine  quality  late  18th  Century  mahogany  two  pillar  Dining  Table  in  original  condition. 
Length  fully  extended  7ft.  9in.  Width  4ft.  3in. 


Telephone:  01-235  1813/14 


45  SLOANE  STREET    LONDON  S.W.I 


Cables:  DENYSANT  LONDON  S.W.I 


M.KNOEDLER&CO., 

14  East  57th  Street,  New  York,  N.Y.  10022 
April  14 -May  16  1970 

HENRY  MOORE 

Marble  and  Stone  Carvings  1961  —  1970 


BRONZES  ig6i--igyo  WILL  BE  SHOWN 
AT  THE  MARLBOROUGH  GALLERIES 

41  EAST  57th  STREET,  NEW  YORK 


INC 


New  York  Telephone:  (212)  PLAZA  3-9742  PARIS  85bis  FAUBOURG  ST.  HONORfi 

CABLE  ADDRESSES  "KNOEDLER"  NEW  YORK,  PARIS,  LONDON  LONDON,  34  ST.  JAMES'S  STREET 
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BY 


APPOINTMENT  TO  HER  MAJESTY  THE  QUEEN,  GOLDSMITHS  AND  CROWN  JEWELLERS,  GARRARD  AND  COMPANY  LIMITED,  LONDON 

GAR  RAR  D 

The  Crown  Jewellers 

This  George  I  kettle,  with  stand  and  lamp,  was  made  by  Abraham 
Buteux  in  1723.  It  is  engraved  with  the  contemporary  Coat  of  Arms 
of  Pye,  St.  Stephen's  Branwell,  Cornwall  and  is  currently  part  of  the 
Garrard  collection  of  antique  silver:  a  collection  which  changes 
constantly  and  is  always  well  worth  inspection. 


GARRARD  &  CO  LTD  •  I  12  REGENT  STREET  •  LONDON  WIA  2JJ  •  TEL  OI-734  7020 


ESTABLISHED:  1866 

OVER  100  YEARS  OF  FINE  DEALING 


IGGS 


of 


MAIDENHEAD 


Open  All  Day 
Including  Saturdays 
Closed  Mondays 


26,  28,  30,  32  HIGH  STREET    MAIDENHEAD  BERKSHIRE 


Members  of  the  B.A.D.A.  Ltd 


18th-century  brcakfront  bookcase 
in  faded  mahogany  with  secretaire 
drawer  and  oval,  panelled  doors, 
with  satinwood  crossbanding. 

Height  7  ft  11  in. 
Width  8  ft  8  in. 
Depth  2  ft. 


TELEPHONE:  26363/4  STD:OMA8 

24  hr.  answer  phone  service 


MORICE  OSSENDRIJVER 
A.  VISCHSCHOONMAKER 


(London)  Ltd. 


Tel.  01-493  0138 


Tel.  Address:  Osencarpet 


We  are  interested  in  purchasing  only  finest  examples 

PERSIAN  AND  ORIENTAL 
CARPETS  AND  RUGS 


Rare  silk  items  of  special  interest 
Entire  collections  negotiated 


LONDON  GALLERY 
47  Maddox  Street,  off  Bond  Street, 
LONDON  W.l. 


Also  at 

44  Paulus  Potter  Street, 
Amsterdam 
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Knnst- 
und 
Antiquitaten 

.  Messe 
Hannover 
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DELOMOSNE  AND  SON 
LIMITED 


A  fine  Ralph  Wood  pottery  Group  decorated 
with  translucent  glazes.    Height:  10  ins. 


4  Campden  Hill  Road 
Kensington,  London  W.8 

CABLEGRAMS:  DELOMOSNE.  LONDON  W8  TELEPHONE:  01-937  1804 
MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOC. 


ZADKINE 


1890-1967 


Design  for  the  monument 
in  Rotterdam  "The  destroyed  city". 

Bronze.  Susse,  founder. 


15th  APRIL  to  15th  MAY 


GALERIE  SCHMIT 


396  RUE  SAINT-HONORE 


PARIS  ler 


TEL:  073.30.92 
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Mayorcas  Ltd 

Member  of  the  BADA  Ltd 


Member  of  the  BADA  Ltd 

38  Jermyn  Street  St.  James's  London  S.W.I    Telephone:  01-629  4195 


A  superbly  fine  and  rare  BRUSSELS  Tapestry  panel  of  the  mid-1 8th  century,  c.1755.  showing  a  water- 
mill  and  thatched  farmhouse  to  the  left  and  a  small  family  of  peasants  to  the  right.  Taken  from  Boucher's 
"Water-Mill"  (1751)  now  in  the  Louvre  Museum.  Enclosed  in  a  formal  simulated  beading  border.  Soft, 
attractive  colourings,  mostly  greens,  blues,  reds,  browns  and  tones  of  off-white.  In  excellent  condition. 
52  in.  X  54  in.  (1m. 30  X  1m. 35) 
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REG.  &  MURIEL  ANDRADE  LTD. 

ESTABLISHED  1907 

Dealers  in  aAntiaues  and  ifine  'Arts 


8  BORINGDON  VILLAS,  PLYMPTON,  PLYMOUTH.      Plymouth  37952 


JULIUS  BOHLER 


OLD  MASTER  PAINTINGS 
SCULPTURE  ANTIQUES 


MUNICH 

Briennerstr.  25 

TELEPHONE:  MUNICH  555229 
TEL.  ADDRESS:  PAINTINGS 
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&  Sharp 


This  rare  early  George  I  Scottish  Teapot  forms  part  of  an 
important  collection  of  old  silver  at  present  on  display  in 
our  showrooms. 

Made  in  Edinburgh  during  1716,  it  has  a  capacity  of 
If  pints  and  is  clearly  hallmarked.  The  maker  was 
Harry  Beathune  and  the  Assay  Master  Edward  Penman. 


L  A 
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Philip  &  Bernard  DOMBEY 


A  fine  Louis  XVI 
white  Sevres  bisque 
porcelain  striking 
clock  mounted  with 
ormolu,  the  base 
painted  en  grisaille 
with  designs  of 
putti.  The  dial  is 
inscribed 
SCHMIT  A 
PARIS. 
(Circa  1800). 
Height  19  in. 
Width  18\  in. 
Depth  5\  in. 


174  Kensington  Church  Street 
London  W8 
01-229  7100 


Illustrated  catalogue 
showing  magnificent 
selection  of  Buhl 
tortoiseshell,  ormolu, 
marble,  enamel  and 
porcelain  clocks  in 
colour  on  loan  free 
of  charge.  Deposit 
required  £10.0.0 
($24.00)  which  will 
be  refunded  when 
catalogue  is  returned. 


JULIAN 


XV1-XX  Century  Works  of  Art  in  bronze  and  other  media 


THE  GREAT  GOD  PAN 
WITH  AN  INFANT 
SATYR 

Signed  and  dated  1709 
Height  19  ins. 
by 

ANTOINE  COYSEVOX 

B.  1640    D.  1720 

Reduced  bronze  version  of 
the  life-sized  marble  executed 
by  the  sculptor  for  the 
Chateau  de  Marly  (1709)  now 
preserved  in  the  Louvre. 
The  present  bronze,  with 
rich,  golden,  reddish-brown 
patination,  is  superbly 
finished — the  attributes  of  the 
god,  the  goatskin,  the  pipes, 
the  wine-skin  and  other 
details  being  of  the  highest 
quality. 


406  KING'S  ROAD  LONDON  S.W.10 

01-352  4400  and  3243 


Antique 
Paste  Jewellery 

BY  M.  D.  S.  LEWIS 


Mr  Lewis  demonstrates  that  antique  paste 
jewellery  is  an  art  form  in  its  own  right, 
and  traces  the  development  of  this  craft 
from  its  evolution  to  its  flowering  in  the 
eighteenth  century  and  its  gradual  decline 
in  the  nineteenth  century.  The  sections  on 
methods  of  distinguishing  between  antique 
and  reproduction  paste,  and  between  paste 
stones  and  real  stones,  are  of  particular 
interest  to  collectors. 
With  56  plates.  8  of  them  in  colour,  and 
1  8  drawings.  First  volume  in  the  Faber 
Collectors  Library,  edited  by  Kate  Foster.  70s. 


Faber  &  Faber 


GANDER  &  WHITE  LTD. 


ANTIQUES,  FURNITURE 
and  WORKS  of  ART 
PACKEDand  SHIPPED 
to  all  parts  of  the  world 

Overseas   Household  Removals 
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HEIM 

OLD  MASTER  PAINTINGS  AND  SCULPTURES 


Bronze  bust  of  Marie  Antoinette.  Queen  of  France  (1  755-1  793).  wife  of  Louis  XVI.    Height  33  ins.  (84  cm.) 
Period  bronze  cast  of  the  very  popular  marble  by  Felix  Lecomte  (1  737-1 81 7),  a  well-known  Academician,  exhibited  for  the  first  time  at  the 
Salon  of  1  783.  The  Queen  gave  the  marble  to  the  Abbe  de  Vermont,  her  secretary,  as  a  token  of  appreciation  and  friendship.  During  the  French 
revolution  in  which  the  Queen  and  the  Abbe  were  beheaded,  the  marble  bust,  confiscated  by  the  Revolution,  found  its  way  into  the  Musee 

du  Louvre. 

The  bronze  may  have  an  equally  romantic  history — but  we  know  nothing  about  this! 


59  Jermyn  Street,  St.  James's,  London,  S.W.l 

Tel:  01-493  0688  Cables:  Heimgal,  London,  S.W.l 

Also  in  Paris:  109  FAUBOURG  SAINT  HONORfi,  PARIS,  VIII 


LEONARDO 
LAPi  .uRELLA 


FRANCESCO  SALVIATI 
(Florence  1510-1563) 
A  study  for  a  jug 
Pen  and  ink  wash  on  paper 
Size:  36  x  25  cms. 


LUNGARNO  VESPUCCI  18 
TELEFONO  276598 

FIRENZE 


German  Stoneware  vase 
with  English  silver 
mounts.  See  Jackson's 
'History  of  English  Plate' 
vol.  II,  page  781.  c.  1595. 
Height  approx.  15  ins. 


A  Comprehensive  Stock  of  Antiques 


Antelope  Antiques 


19-20  George  Street 
St.  Albans 

Telephone:  St.  Albans  57798 
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A 


Butt's  of  Chester 


Gravy  Argyle,  date  George  III  Pair  of  Beakers,  3"  high,  date 
1790.  Makers:  Andrew  Fogelberg  George  II,  circa  1750.  Maker: 
and  Stephen  Gilbert,  London.  Thomas  Williamson,  Dublin. 

You  are  cordially  invited  to  visit  our 
17th  Century  Oak  Room  where  a  large  and  interesting 
collection  of  Antique  Silver  can  be  seen. 


Butt  &  Co.  32  Eastgate  Row,  Chester.  Established  in  1703  by  Richard  Richardson 
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BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 

MALLEI  !  &  SON  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET,  LONDON  WIY  OBS,  TELEPHONE  01-499  74i>  (5  LINES) 
CABLES:  MAI.I.ETSON  LONDON  WIY  <  >1!S  AND  AT  BOURDON  HOUSE,  2  DAVIES  STREET,  LONDON  WIY  OBS 


A  very  fine  quality  Hepplewhite  satinwood  serpentine 
commode  of  faded  colour,  cross-banded  in  kingwood  and 
rosewood,  fitted  with  a  slide  and  three  long  drawers. 

Width  3  ft.  9  in. 
Depth  1  ft.  9!  in. 
Height  2  ft.  10  in. 


GALLERY 
EDMONDO  SACERDOTI 

VIA  S.  ANDREA  17,  MILANO 

Telephone  795-151 

ANTHONY  VAN  DYCK 
(1599-  1640) 

The  Sacred  Family  and  St.  Giovatmino 
Oil  on  canvas  actually  in  a  Private  Collection 


We  buy  important  old  and  modern  paintings 
of  the  Italian  School 
Please  send  photographs  and  details  for 
eventual  offers 
For  information  in  New  York  please  apply  to: 
Salvador  Benguiat  Trafalgar  7-9385 
or  Trafalgar  7-9305 
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DILDARIAN  INC.  of  New  York 

in  association  with 

VIGO-STERNBERG  GALLERIES 

ANTIQUE  AND  DECORATIVE  CARPETS,  RUGS  AND  TAPESTRIES 


A  RARE  UKRANIAN  KNOTTED  CARPET 

I  In-  multi-coloured  Moral  designs  set  on  a  tete  <lc  negro  ground. 
Farly  19th  Century.     Size  1  1  It.  c  in.  x  10  ft.  o  in.     (348  X  300 

DILDARIAN  INC. 
762  Madison  Avenue,  New  York,  N.Y.  10021 

2 1 2-288-4948 

VIGO-STERNBERG  GALLERIES 
6a  Vigo  Street,  London  W.i  37  South  Audley  Street,  London  W.i 

Telephone  01-734  49 ?  1  Telephone  o  1 -49  5  1228 


A  small  George  ist  walnut  kneehole  desk,  kneehole 
Telephone:  Leamington  Spa  23068  recess  with  cupboard,  surmounted  by  a  drawer. 

Telegrams:  Antiques  Leamington  STD  0926  23068  33  ins.  wide,  i6f  ins.  deep,  32  ins.  high. 


OPEN  EVERY  DAY  -  SUNDAYS  BY  APPOINTMENT 


LONDON  SILVER  VAULTS     •     CHANCERY  LANE     •     LONDON     •  W.C.2 
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LEONARD  KOETSER  GALLERY 

SPRING  EXHIBITION 


BARENT  AVERCAMP  (1612  Kampen  1679) 


Panel,      by  8§  inches 


Opening  April  Jih 


1 3  1  )uke  Street, 

St.  James's,  S.W.i.  01-9309348  9 
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LEONARD  KOETSER  GALLERY 

SPRING  EXHIBITION 


Collect  ions:  N.  Steinmeyer,  Cologne  also  C.  T.  Yerkes,  New  York,  1910 
James  van  Alen,  Rushton  Hall,  Kettering,  Northants  also 

Margaret  Louise  van  Alen  Bruguiere,  'Wakehurst',  Newport,  Rhode  Island,  U.S.A. 
Literature:     Dr.  C.  Hofstede  de  Groot,  'Catalogue  Raisonne  of  the  Works  of  the  Most  Eminent  Dutch  Painters'  Vol.  VII  page  85,  No.  309 

1 3  Duke  Street, 

Tel  • 

St.  James's,  S.W.i.  0I.9?0  9u8/9 
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LhOJNAKD  KOETMiK  UALLhKY 

SPRING  EXHIBITION 


PIETER  DE  HOOCH  (1632  Rotterdam-Haarlem  168 1) 

Panel,  1  5 f  by  1  2 1  inches  Signed 

Collections:  I).  Teengs,  Amsterdam,  1811,  also  H.  Reydon,  1827  also  Gykema,  Amsterdam,  183},  also 
Mrs.  E.  Pincey  Laytcr  Smith,  Lancaster,  England,  also  J.  D.  Klassen,  Rotterdam 

Exhibitions:  Museum  Boymans,  Rotterdam,  'The  \  'ermeer  Exhibition',  19  3  3,  No.  44,  reproduced  plate  47 
Literature:     Dr.  C.  Hofstede  dc  Groot,  'Catalogue  Raisonnc  of  the  Most  Eminent  Dutih  Painters  of  the  17th  century', 
Vol.  I,  page  joi.  No.  94 


13  Duke  Street, 
C*-    t   '      c  wr  . 


Tel: 


LEONARD  KOETSER  GALLERY 

SPRING  EXHIBITION 


JOHN  CONSTABLE  R.A.  (,776  London  1837) 


Canvas,  8  by  10  inches 


Collection:  Sir  G.  Sutton,  Bart. 

H.  L.  Fison,  19J9 
M.  Fison 


13  Duke  Street, 

St.  James's,  S.W.i.  TeI: 

01-930  9348/9 
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Valuations  for  Probate,  Insurance  and  Division 

2  Telephone:  01-629  6261    Telegraphic  Address  "Enclose  London  W.l" 


Head  ST.  MARY  AXE  HOUSE 
Office'        LONDON  E.C.3. 


Still  Life 
by 

Giuseppe  Recco  (Naples  1614-169%) 
Signed  with  Initials  G.  R- 
Oil  on  canvas,  1 3  f  X  23  J  inches 


ALESSANDRO  ORSI 

ANTIQUES 


14  VIA  BAGUTTA 


MILAN  (ITALY) 


The  8th  Midland  Antique  Dealers  Fair 


ANTIQUES 
FAIR 

SOLIHULL 


CIVIC  HALL 


< 


TUESDAY  21st  APRIL 

to 

SATURDAY  25th  APRIL 
11.0  a.m.  to  9.30  p.m.  daily 

at 

SOLIHULL  CIVIC  HALL 

WARWICKSHIRE 

Admission  5/-  including  handbook 


Wbt  premier  <Probmctal  Jfair ' 


A  Me  to  team  and  Gallery  Acquisitions  in  Britain 


ON  VIEW 


1 969 1 70  Wition  Price  leu  Shttrmgs  ami  Sixpence 

MISCONCEPTIONS  .  .  .    MISUSES  .  .  . 

ABUSES  of  our  museums  are  the  substance  of  a  trenchant 
Introduction  to  VOLUME  FOUR  by  Dr  Roy  Strong, 
Director  of  the  National  Portrait  Gallery.  This  Annual  is  now 
on  sale  at  museums  and  art  galleries  or  obtainable  from  your 
bookseller  or  from: 

PLAISTOW  PUBLICATIONS 
3  New  Plaistow  Road,  Stratford,  London  E.15 

Price  ."  10s  6d 

Add  Is.  6d.  for  P  &P  U.S.  price  $2 
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W  lit 


67/70  CHALK  FARM  ROAD 
LONDON  N.W.1 
01-485  1504 


/a 


Mahogany  cylinder  Bureau  Bookcase 
in  the  style  of  Louis  XVI. 
Dutch,  circa  1800 

Width :  44  inches. 
Height:  80 inches. 
Depth :  24  inches. 


EXHIBITING  AT  THE  MIDLAND  ANTIQUE  FAIR  STAND  21 . 


JOSEPH  &  EARLE  D.  VANDEKAR 

mm  *        *  HB 

1  mm 

fa  \ 

Superb  Minton  porcelain  model  of  a  Dog.  Base  marbled  wine  colour,  with 
a  peach  roccoco  edge  fully  gilded.  This  is  the  largest  known  Minton 
model  af  a  Dog.  14\  inches  tall  and  16  inches  long. 

138  BROMPTON  ROAD,  LONDON  SW3  Tel:  01-589  8481 

David  Peel  &  Co.  Ltd. 

From  Giovanni  Bologna  to  Zoftoli 

An  Exhibition 
of 

European  Works  of  Art 
April  29 — May  22,  1970 


2  Carlos  Place,  Mount  Street,  London,  W.i     HYDe  Park  3161 
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SHOWCASE 


A  fine  and  heavy  Soap  liox, 
bearing  the  maker's  mark  only 
for  John  White,  circa  1730, 
weight  7i  oz. 

H.  R.  JESSOP  Ltd. 

3  MOTCOMB  ST.,  BELGRAVE  SQ., 
LONDON  S.W.i.  01-2352978 


1 

1 

A  fine  Dutch  Mahogany  Hall  wardrobe 
f.1780  A.D.  Original  handles.  Dowelled 
throughout.  Folds  flat  for  transport.  .£225. 
Catalogues  sent 

MARGERY  DEAN  ANTIQUES 

THE  GALLERIES,  W1VENHOE, 
NR.  COLCHESTER    Wivenhoe  2523 


One  of  a  selection  of  French  marble  fire- 
places. Price  range  from  £60. 


C.  P.  BURGE 

162  SLOANE  STREET 

LONDON,  S.W.i 

and  at  Thames  Ditton,  Surrey 


Sloane  4240 


George  I  1726 
HaU  Marked 
Silver  Pitcher 
Cream  fug 

Weight : 
■3  0%.  5  dwts. 
Height:  ;  in. 

Maker: 
Win.  Atkinson 
Very  rare  — 
mint  marked 


R.  E.  PORTER 

2  and  4  POST  OFFICE  ROAD 
BOURNEMOUTH    Bournemouth  24289 


WE  HAVE  AN  ATTRACTIVE  COLLEC- 
TION OF  ANTIQUE  TAPESTRY  AND 
NEEDLEWORK  CUSHIONS. 
WE  ALSO  SPECIALISE  IN  ANTIQUE 
TEXTILES,  EMBROIDERIES  AND 
ECCLESIASTICAL  I  'ESTMEN'TS. 


E.  B.  SOUHAMI 

6c  PRINCES  ARCADE 
LONDON  S.W.i 


01-734  7196 


The  Sculpture  of  David  Wynne  1040.-1967.  A 
complete  catalogue  of  his  work.  Over  140 
photographs.  Critical  Essay  by  T.  S.  R.  Boase. 
Foreword  by  Yehttdi  Menuhin.  10  guineas. 


R.  ALISTAIR  McALPINE 
PUBLISHING  LTD., 
31  CORK  STREET, 
LONDON  WlX  iHB 


01-734  9694 


1st  Period  Worcester. 
Brilliant  enamel  colours. 


HILTON  GALLERY 

(F.  E.  Goold) 

3  ST.  MARY'S  PASSAGE 
CAMBRIDGE         Cambridge  56886 


Signed  P.f.  MENE  Dated  1863. 
Price:  F  7,500 — $1,365 

ALAIN  LESIEUTRE 

BRONZES— ANIMALIERS 

8,  10,  &  21  rue  Saint-Sulpice 
PARIS  6e— Tel:  MED.  41.03 


GRABOWSKI  GALLERY 

84  Sloane  Avenue    London  SW3    01  -589  1868 

New  Works  by  FRANK  DOLPHIN 
2  April  -  25  April 

Open  Monday  -  Friday  10-6 — Saturdays  70-5 


GET  AN  OFFER 

for  your  antique  or  modern  jewellery  and  silver.  Old  English  clocks 
(brackets,  longcase  and  carriage)  are  also  required. 

FROM  GARRARD 

The  Crown  jewellers 
112  Regent  Street,  London  WIA  2JJ.  01-734  7020 


CHINESE 


GALLERY 


ORIGINAL  CHINESE  SCROLL  PAINTINGS 

by  known  artists  of  the  last  100  years 
Antique  carvings  in  Jade  and  semi-precious  stones 

40  Great  Russell  Street,  London,  W.C.I. 

(01-580  7538) 


Rupert  Preston  Ltd. 

17  KING  STREET.  St.  James's.  London  S.W.I.  01  -930  1  794 

Specialists  in  17th  and  18th  century 
Marine  Paintings 


CRANE  ARTS  LTD. 

321  Kings  Road,  London,  S.W.3  FLA  5857 

Tues.-Sat.  10-6 

Early  English  and  American  Primitive  Paintings 
Modern  Naives  ®  Bizarre  Antiques 


"William  %  <© 


rown 

h\  St.  James's  flace,  St.  fames  s,  j£ondon 
S  W  i 
Tel  01-493  471 1 
Permanent  Exhibition  of  Old  Master  Paintings 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 


SABIN 

GALLERIES 

4  Cork  St. ,  Bond  St. 
REGent  6186 


specialists  in 
paintings  and  drawings 
of  the  Georgian  era 


tntfreb  Wtlltam* 

(Member  of  tfie  British  Antique  Dealers'  Association  Ltd.) 


Crossed  Swords  Mark 


MEISSEN 


Diameter  13^  inches. 


decorated  by  the 
Pressnitz  'hausrnaler' 
FRANZ  FERDINAND  MAYER 
Circa  1750 

Colour  transparencies  available 


38  SOUTH  STREET,  EASTBOURNE,  SUSSEX 


Telephone:  0323  30780 


OPEN  ALL  DAY  SATURDAYS 


Cables.  Antiquity,  Eastbourne 
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CHARLES  WOOLLETT  &  SON 


(Members  of  the  British  Antique  Dealers'  Association) 


Extremely  rare  Charles  I  Needlework  Double 
Casket,  resembling  a  pavilion.  The  exterior 
decorated  with  scenes  from  the  Old  Testa- 
ment including  the  story  of  Esther,  Abraham 
and  Isaac.  Fitted  with  small  drawers.  Size  12 
ins.  high  and  12  ins.  wide.  Date  circa  1640. 


59/61  WIGMORE  STREET,  LONDON  W1H  9LF 


Established  1889 


Phone  01-935  8664 


D.  M.  Collins 


301  Westbourne  Grove,  London  W.11 
Tel :  01  -727  7601 


A  selection  of  Blue  &  White  first  period  Worcester  &  Bow 
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BRIAN  KOETSER  GALLERY 


APRIL  14th  -  JUNE 

MONDAY  -  FRIDAY  10.0  -  5  30    SATURDAY  10.0  -  1.0 


EXHIBITION 

of 

OLD  MASTER  PAINTINGS 


4K 


PHILIPPE  DE  MARLIER 
Antwerp  1640  -  circa  1677 


Panel  9j  X  iif  inches 
24-8  X29-8  cms 


LUDOLPH  BACKHUYSEN 
JURIAN  VAN  STREECK 
HENDRIK  DE  MEYER 
MARSEUS  VAN  SCHR1ECK 

WILLEM  VAN  MIERIS 
ANTHONY  VAN  CROOS 


JOOS  C.  DROOGSLOOT 
EMMANUEL  DE  WITTE 
ANTHONY  PALAMEDES 
JAN  FRANS  VAN  BLOEMAN 

MATTE U  SCHOVAERDTS 
CONSTANTINE  NETSCHER 


JACOB  BELLEVOIS 
GONZALES  COQUES 
ALLAERT  VAN  EVERDINGEN 
PETER  NEEFS 
JORIS  VAN  SON 
HARMEN  STEENWYCK 


CATALOGUES  7/6 


38  DUKE  STREET,  ST.  JAMES'S,  LONDON  S.W.i 

01-930  6309 
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BRIAN  KOETSER  GALLERY 


38  DUKE  STREET,  ST.  JAMES'S 
LONDON  S.W.i 
01-930  6309 


HEINDRIK  DE  MEYER  Panel  28f  X  41  £  inches 

Rotterdam  1620-  1690  Signed  H.D.M  73  cms  X  1  m  5-4  cms 


EXHIBITION  OF  DUTCH  &  FLEMISH  PAINTINGS 

APRIL  14th  -June 

MONDAY  -  FRIDAY  io.o  -  5.30    SATURDAY  10.0  -  1.0 
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BRIAN  KOETSER  GALLERY 


38  DUKE  STREET,  ST.  JAMES'S,  LONDON  S.W.i 

01-930  6309 


CONSTANTINE  NETSCHER  Canvas  19 J  X  15!  inches 

The  Hague  1668  -  1723  4^5  X  39*5  cms 

EXHIBITION  OF  DUTCH  &  FLEMISH  PAINTINGS 

April  14th  -June  CATALOGUES  7/6 

MONDAY -FRIDAY  10.0-5.30    SATURDAY  10.0-1.0 
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lource  of  Georgiana 


MICHAEL  O'H ALLORAN 


ADVER Tl S /.'  \ / / .  \  7 


sAT  happened  to  those  two 
|;  stone  lions  which  once 
Itnted  a  proud  hut  weather- 
en  guard  at  Admiralty 
ise?  Did  the  30-ton  bronze 
Main  which  amazed  visitors 
he  Great  Exhibition  in  Paris 
•  a  century  ago  manage  to 
jive  the  clutches  of  scrap 
Ichants?  And  what  was  the 
i  of  the  18th  century  cast- 
covings  which  delighted 
;ts  at  the  recently  demolished 
cornfield  home  of  Lord 
nham  ? 

he  answer  is  simple — Derek 
wther  brought  them  all  to 
•lay  in  that  antique  wonder- 
1  called  Crowther  of  Syon 
Ige.    Few  antique  businesses 

be  conducted  in  such  august 
oundings,   for  Syon  Lodge 

built  around  1780  to  be  the 
/er  house  to  Syon  Park,  now 
ious  as  a  garden  centre.  How- 
r,  the  Duke  of  Northumber- 
i  was  persuaded  to  sell  the 
perty  in  1929  to  Mr.  Bert 
wther,  founder  of  the  business 
I  grandfather  of  the  present 
ner. 

on  Lodge 

\.n  hour  in  Syon  Lodge  will 
w  you  exactly  why  I  am 
letimes  a  little  sarcastic  about 
claims  made  for  modern 
ieorgian "  houses.  Derek 
wther  specialises  in  all  things 
orgian,  and  visitors  to  his  re- 
rkable  gallery  will  see 
:mbled  rooms  which  are 
hentic  right  down  to  the  last 
:e  of  panelling  on  the  walls. 
/ou  take  a  deep  breath  before 
king  at  the  discreetly  sited 
:e  tags,  you  will  see  that 
i  can  even  buy  the  walls  at 
rice. 

^  fair  number  of  Georgian 
lses  are  still  being  knocked 
vn,  but  demolition  companies 
likely  to  call  in  Syon  Lodge's 
ti  of  craftsmen  before  putting 
bulldozers  to  work.  The 
ipidated  wooden  panels  which 
se  men  bear  away  so  care- 
y  may  not  look  much  like 
tsure  trove  to  the  average 
,  but  the  original  beauty  is 
:ly  to  be  buried  up  to  three- 
irters  of  an  inch  beneath 
intless  layers  of  paint.  Many 
the  smaller  items  of  interest 
e   often   suffered   a  similar 

luying  a  room  is  a  fairly  easy 
c.  With  the  help  of  expert 
isers,  the  purchaser  chooses 
it  style  he  wants.  As  Syon 
ige  has  at  least  40  rooms 
liting  renovation  at  any  one 
e,  there  will  almost  certainly 
something  suitable  already  in 
:k.  The  old  paint  is  then 
ppcd  off,  the  original  wood 
/ariably  pine)  is  "  pickled  " 
remove  the  stain,  wax  polish 
applied  to  give  colour  and 
:ure  to  the  white  wood,  and 
room  is  finally  ready  for 


its  new  home.  About  three 
months  is  needed  for  the  whole 
operation. 

Syon  Lodge  operates  a  pack- 
age deal  method  within  the 
U.K.,  the  one  price  covering  all 
costs  including  installation.  If 
only   the   ability    to   afford  the 


price   was  so  easy 


fairly 

simple  mid- 18th-century  room 
such  as  the  one  illustrated, 
measuring  22  feet  by  18  feet,  is 
quoted  at  £2,500.  However,  if 
your  cheque  book  can  keep  pace 
with  your  enthusiasm,  £14,000 
might  not  seem  too  much  to  pay 
for  a  fine  Adam  room  with 
pewter  decoration. 

Who  is  prepared  to  pay  these 
high  sums?  Private  individuals 
— predominantly  English  and 
American — form  the  largest 
single  group  of  buyers.  In  addi- 
tion to  satisfying  their  own  ideas 
about  internal  decoration,  they 
are  investing  in  something  which 
could  well  show  a  healthy  appre- 
ciation in  value. 

English  companies  and  pro- 
perty companies  in  particular, 
are  buying  Georgian  panelling 
for  boardrooms,  but  not  all  U.S. 
commercial    interests   show  the 


About  £2,750  would  induce 
Syon  Lodge  to  part  with  an 
example  in  pine,  the  heavy  gilt 
off-set  by  white  ivory  paint. 
However,  last  year's  prize  piece 

an  English  rococo  surround 
measuring  about  6  feet  by  5  feet 
6  inches — cost  a  Texas  addict  no 
less  than  £15,000. 

It  seems  logical  that  a  Georgian 
room  should  be  entered  via 
a  Georgian  door,  and  another 
£150  or  so  can  be  put  down  to 
petty  cash  for  each  example. 
Up  to  £1,500  will  buy  a  complete 
porch,  but  a  potential  purchaser 
is  advised  to  make  no  choice 
before  a  physical  investigation  of 
the  property  can  be  undertaken  by 
the  Syon  Lodge's  own  experts.  A 
porch  is  a  vital  feature  of  any 
exterior,  and  it  must  blend  with 
the  overall  design. 

Luckily  for  such  comparative 
paupers  as  myself,  Syon  Lodge 
also  deals  in  many  smaller  and 
cheaper  pieces.  These  can  be 
very  useful  to  anyone  who  is 
in  the  process  of  restoring  a 
Georgian  house.  For  example, 
I  saw  a  set  (34  in  all)  of  graceful 
late  18th-century  balusters  on 
offer  at  £3  10s.  per  item.  Lord 


notebook  for  any  more  noughts, 
an  enthusiastic  salesman  adviser 
will  lead  you  through  a  remark- 
able array  of  furniture.  Please 
do  not  lean  against  the  statues 
if  you  get  a  little  dazed — you 
might  send  £3,000  worth  of 
Raphael  Monti  crashing  to  the 
ground.  For  light  relief,  take 
your  time  in  the  fresh  air  over 
spending  a  few  thousand  on 
garden  equipment  and  a  summer- 
house. 

Reprinted  by  kind  permission  of 
The  Financial  Times,  London,  Mill 
January,  1970. 

There  are  several  other  antique 
dealers  in  London  trading  under 
the  name  of  Crowther,  but  only  one 
Crowther  of  Syon  Lodge  Ltd.  Our 
sole  premises  are  at  Syon  Lodge, 
Isleworth,  Middlesex,  England;  20 
minutes  (8  miles)  from  Hyde  Park 
Corner  en  route  to  London  Airport. 
We  are  open  Mon.  -  Fri.  8  a.m.  to 
6  p.m.  and  summer  weekends 
1 1  a.m.  to  4  p.m.  So  as  to  avoid 
any  confusion  arising  from  mis- 
taken identity,  please  telephone 
for  our  complimentary  16  page 
illustrated  brochure  with  how-to- 
find-us  map.  01-560  7978. 


same  reverence.  One  delightful 
room  is  destined  to  act  as  a  fur 
coat  department  in  an  expensive 
New  Orleans  store,  and  I  can- 
not help  but  have  terrible  visions 
of  multi-coloured  neon  signs 
proclaiming  its  ancestry  to 
hordes  of  long-nailed  finger- 
touching  matrons.  Thank  good- 
ness Kilroy  has  never  shown  any 
marital  tendencies. 

Once  the  drug  of  genuine 
Georgian  surroundings  has  com- 
pletely captivated  you,  there  is 
almost  no  limit  as  to  the  amount 
which  you  can  spend.  A  panelled 
room  is  only  an  introduction, 
and  the  next  stage  might  well  be 


Burnham's  carvings,  mentioned 
earlier,  can  be  yours  for  £50, 
and  the  pair  of  Admiralty  lions 
(one  of  which  is  pictured  right) 
are  surely  preferable  to  £350 
worth  of  plastic  gnomes.  They 
might  go  well  with  the  Pans 
fountain,  actually  discovered  in 
Welshpool,  but  the  bill  would 
be  increased  by  another  £17,500. 


Fantastic 


Starting  from  scratch,  the 
built-in  fitments  supplied  b> 
Syon  Lodge  could  alone  repre- 
sent quite  a  fantastic  sum  of 
money  within  one  house.    But  if 
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DORIS  WIENER 

831  MADISON  AVENUE  NEW  YORK 

ANNUAL  EXHIBITION  OF 
INDIAN  MINIATURE  PAINTINGS 


LOVERS  IN  A  TERRACE  PAVILION  AT  NIGHT. 
MOCHl  L,  l»l  i  (  AN.  CIRC  \  1 7 2 "> .  61,,  \  I     INI  III  - 

ILLUSTRATED  CATALOG  S2.5U 


FOR  SALE 

Old  Prints.  Unrivalled  selection  on  all  subjects,  also  ORIGINAL 
DRAWINGS,  RARE  BOOKS  and  AUTOGRAPH  MANUSCRIPTS. 
Callers  by  appointment  only,  telephone  01-262  5439.  Walter  T. 
Spencer,  specialists  since  1  856,  47  Upper  Berkeley  Street,  London  W.1 . 


Collection  of  Connoisseur  back  issues,  Year  Books  and  Souvenir  of 
Antique  Dealers  Fairs  for  sale.  Write  for  details.  Box  No.  7484. 


Thirty-five  bound  volumes  of  The  Connoisseur  magazine  September 
1901  to  December  1913.  Please  contact  Peak,  Eton  College,  Windsor. 
Tel :  Windsor  68609. 


Queen  Anne,  Pagoda-top  Grandfather  Clock,  walnut  crossbanded, 
inlaid  mulberry  wood,  brass  face,  8-day,  strikes  hours,  excellent  time- 
keeper By.  Tho.  Bullock  of  Bath.  Box  7483. 


Stefan  Kanapp.  Enamel  on  metal,  signed,  30  30  inches  (£200) 
Paul  Wunderlicht,  lithograph  7/50,  signed,  'Girl  with  Curtain',  22f  x17£ 
inches  (£125).  Aubrey  Williams,  oil  on  canvas  29  29  inches,  signed 
(£150).  Box  No.  7485. 


WANTED 

Wanted:  Antique  Pistols,  cased  pairs,  all  steel  and  silver  mounted, 
pairs  and  singles.  Top  prices  paid.  Send  description  or  goods  to 
Thornton,  Walkers  House,  Darley,  Harrogate..  Yorkshire. 


Marble  and  Pine  Mantelpieces.  Furniture.  Period  and  Reproduction. 
No  catalogues.  Grahame  Richard  Ltd.,  39B  High  Street,  Wimbledon 
Common,  London  S.W.1  9.  Tel.  01  -946  3423. 


Wanted:  Twelve  Chippendale  chairs;  preferably  Chinese,  drop  seats. 
Private  collector.  Details,  photograph  if  possible.  Box  7482. 


Landseer.  Wanted  by  private  buyer  either  the  original  or  engraving  of 
'The  Shrew  Tamed'  (1861).  Also  an  engraving  of  Frith,  'Ramsgate 
Sands'.  Blyth,  Southerndown,  Rottingdean,  Sussex. 


MISCELLANEOUS 

Interior  Decoration  -  We  are  pleased  to  quote  for  your  redecoration 
and  also  for  the  repairing  of  fine  furniture.  KEEBLE,  LTD.,  20  Welbeck 
Street,  W.1.  Tel.  01-935  0163. 


Cameo  Corner,  famous  both  for  antique  jewellery  and  the  best  in  con- 
temporary design,  also  buys  fine  antique  pieces.  26  Museum  Street, 
W.C.1 .  Tel.  01  -636  0401 .  Open  9-5,  Thu.  6.30. 


Register  advertisements  are  2/3 per  word,  minimum  £1. 10.0  for  15  words, 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager,  THE 
CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD,  LONDON  S.W.I  (01-834  2331).  Addresses  or  Box  Numbers 
must  be  inserted  and  replies  to  the  latter  should  be  clearly  marked  with 
the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept  no 
responsibility  for  any  sales  effected. 
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BROD  GALLERY 


SALOMON  VON  RUYSDAEL  "Alkmaar"  Panel:  14  x  20  inches 

iMtiftemc.  1602-1610)        fZ-^tf?'-:y  36x  52  cm. 

Signed. 

':'-''£'%':•.:        ';:■<■,'■  .-  '■ ,       '  ' Stechow  393 


24  ST.  JAMES'S  STREET,  LONDON,  S.W.i 

H-839  387*  Telegrams:  REST 


N 


GREGORY  &  CO. 

(BRUTON  STREET)  LTD.  ESTABLISHED  1823 

Telephone:  Mayfair  2608/9/0,  2066 

27  BRUTON  ST.,  BERKELEY  SQUARE 
LONDON,  W.i 

Telegrams:  Gregco,  Wesdo  London 


ANTIQUES 
FURNITURE 
UPHOLSTERY 
CURTAINS 
C  A  R  P  E  T  S 
CHANDELIERS 


DESIGNS  &  SCHEMES 
BOARD  ROOMS 
DIRECTORS'  SUITES 
DECO  RATIONS 
ELECTRICAL  WORKS 
H   E   A  TING 


V  ALU  A  T  IO  N 


A  good  quality  Queen  Anne  walnut  bureau 
of  small  size  with  herring  bone  inlaid  top  and 
drawer  fronts  C1710. 

Height  35  in. 
Width  30  in. 
Depth  18  in. 


Late  19th-century  original  oil  on  21  "x  17" 
canvas  of  the  Colonel's  Horse  of  the  Royal 
Scots  Greys.  Signed  R.  Rasell.  Swept  gilt 
frame  26"x22".  £85. 


11  Marketplace,  WOBURN 
Bletchley,  Bucks.  England 
Telephone:  Woburn  259 


Woburn  is  two  miles  off  M1 .  Only  40  miles  north  of  London. 
Trade  welcome.  Antiques  shipped  to  all  parts  of  the  world. 
£1  =$2.40.    Open  all  week  and  Sundays  after  12  noon 


Exceptionally  small  mahogany  break- 
front  bookcase  only  5'  3"W.  7'  5"H. 
1'  4"D.  Open  top  with  adjustable  reeded 
bookshelves.  Bottom  half  contains  pull- 
out  secretaire,  two  drawers,  and  four 
cupboards  with  finely  figured  panels. 
£675.  Mahogany  stick  barometer  by 
F.  Westley.  £75. 


Early  14th-century  oil  on  canvas  20"x13"  English 
school  of  Sheep  Grazing  at  Kidbrook.  Kent.  Swept  gilt 
frame  25" x  19"  £165. 


Hatchment  oil  on  canvas  c.  1790  the 
family  arms  of  Eyton  impalding  Waldo. 
67"H.  £1  30.  Black  leather  chest  bearing 
George  III  coat  of  arms  and  initials  G.C. 
20" x  36"  x  1  9"H.  £45.  Pair  1  7th -century 
cresset  fire  dogs  with  spit  supports.  £85. 
.Copper  stew  pot.  £27.  Copper  warming 
pan.  £1  2.  Brass  skimmer.  £9.  Two  foxs' 
masks  £9  each. 


Superb  model  Great  Northern  4-4-0 
coal-fired,  steam  locomotive  and  tender, 
made  by  T.  Smith,  c.  1885.  6-j"  gauge. 
Total  length  4'  6".  £285. 


Antique  mahogany  gentleman's  bureau 
press,  with  fine  interior  containing  five 
secret  compartments.  Original  ogee 
bracket  feet  and  brass  handles,  c.  1770. 
86"H,  52"W.  24"D.  £245.  Mahogany 
banjo  barometer.  £45. 


t 

LOUIS  w 
WINE  Lul- 

Fine  Art  Dealers,  Jewellers  and  Silversmiths 


Established  1840 


31  &  32  GRAFTON  STREET,  DUBLIN 


Tel:  Dublin  773865 


Marlborough 

Marlborough  Fine  Art  (London)  Ltd 
39  Old  Bond  Street 
London  W1X  4BY 
Telephone:  01-629  5161 
Cables :  Bondartos  London 


Exhibition  March  to  April  1970 


Drawings  and  Watercolours  by 


Moore 
Picasso 
Sutherland 


Graham  Sutherland  (b.  J  903) 
Swan-like  Form  1968 

Gouache 

15  x  19|  in  /  38  x  50  cm 


London 


New  York 


Rome 


Exhibition  of  Sculpture 

LORNE  McKEAN 


APRIL  29th  to 
MAY  8th 


The  Most  Hon.  the  Marquess 
of  Salisbury  - 
Commissioned  1967 


Polo  Player  -  1969 


Works  include 

"Stroller"  and  Marion  Coakes 
Arab  Stallion 
Hunter 
Lipizzaner 
Horse  and  Jockey 
Four  Polo  Groups 
also 

Wild  and  Domestic  animals 
Portraits 


THE  SLADMORE  GALLERY 

32  BRUTON  PLACE -BERKELEY  SQUARE 
LONDON  W.i  -01-499  0365- 
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O'HANA  GALLERY 

13  CARLOS  PLACE,  GROSVENOR  SQUARE,  LONDON  W.i     TEL.  01-4991^62 

8th     -  2cth  April 


RECENT  PAINTINGS 
BY 


IRIS  MARTENS 


ROBERT  MORRISON 

THE  ADAMS  HOUSE,  PETERGATE,  YORK 

TELEPHONE  23333        EARLY  CLOSING  SATURDAY 


VERY  FINE  18th  CENTURY 
BASKET  GRATE 
HEIGHT:  28  IN. 
LENGTH:  34  IN. 
DEPTH:  16  IN. 


Le  Lac  Bouget  Size  20  x  2j  in.  Oil  on  Canvas 


The  Connoisseur,  April,  1970 


OSCAR    AND  PETER  JOHNSON  LIMITED 


Oil  Painting 
Canvas  39  X  54  ins. 


The  Cascade  at  Tivoli 


CLAUDE-JOSEPH  VERNET 


Collections:  Mrs.  Danby  Vernon  Harcourt;  private  collection  since  1963. 

Exhibitions:  'Pictures  and  Drawings  from  Yorkshire  Houses',  Lowndes  Lodge  Gallery,  London  1963. 
The  origins  of  Landscape  Painting  in  England,  Iveagh  Bequest,  Kenwood  1967, 
No.  27  illustrated. 


LOWNDES  LODGE  GALLERY 
27  LOWNDES  STREET 
LONDON  S.W.i 

(opposite  the  Carlton  Tower  Hotel) 
Telephone:  01-235  6464/5  Cables:  ARTCOS,  LONDON,  S.W.i 


O'HANA 
GALLERY 

13  CARLOS  PLACE,  GROSVENOR  SQUARE, 
LONDON  W.I.  TELEPHONE:  01-499  1562 

WATERCOLOURS,  PASTELS 
AND  DRAWINGS  BY 

F.  M.  GROSS 


1st  April  —  18th  April 


Harlequin  and  Nude  Pastel,  1959 
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THE  OLD  CLOCK  HOUSE 


TEL:  ASCOT  22905 


ASCOT 


BERKS. 


4' 


A  pair  of  black  lacquer  stands 
with  original  gilt  decoration. 
Height    3  ft.  8  ins. 


A  highly  important  George  II  carved  giltwood  consol  table  in  the  manner 
of  Mathias  Lock.  Verde  marble  top.  Similar  motifs  in  pieces  by  Lock 
appear  at  Hinton  House  and  Thorpe  Underwood  Hall.  See  Connoisseur 
i960  and  Ward-Jackson  English  Furniture  Designs. 
Height    2  ft.  9  ins.       Length    3  ft.  1  in.       Depth     I  ft.  6  ins. 


A  good  set  of  10  Sheraton  mahogany  chairs 
1  arm  9  singles 


A  fine  quality  Regency  rosewood  dwarf  cabinet  with  concave 
ends. 

Height    3  ft. 
Length    4  ft.  3  ins. 


We  have  one  of  the  finest  collections  of  18th  Century  Furniture  and  Works  of  Art 

40  minutes  from  London  via  MA. 


SIMON  KAYE  LTD 
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Pair  of  George  III  Silver 
3  Light  Candelabra 

Town:  Sheffield 
Date:  1785 
Makers:  J.  Parsons 
R.  Proctor 
Height:  18  in. 
Span  of  Branches:  15^  in. 


Telephone : 
hyde  park  7658  and  5152 


□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□DO 


JOSEPHINE    HOWELL  INC. 

Member  of  the  National  Antique  and  Art  Dealers'  Association  of  America,  Inc. 
41  EAST  57th  STREET     NEW  YORK,  N.  Y  .  10022 
PLAZA  3-5515 
FRENCH  ANTIQUES 


Louis  XV  Palissandre  Table  with  gilded 

bronze  mounts 
28  in.  long     19  in.  deep    27I  in.  high 


THE  MORLEY  GALLERY 

Morlev  College 
61  Westminster  Bridge  Road 
S.E.i  (Tube  Lambeth  North) 


WORKS  FROM  THE  PERSONAL  COLLECTION 
OF  SIR  HERBERT  READ 

APRIL  21st  -  MAY  23rd 


Weekdays  10  a.m.  -  9  p.m. 
Saturdays  10  a.m.  -  12  noon. 
Sundays  Closed. 


Admission  2/- 


EUROPEAN 

BRONZE  STATUETTES 

i  European  Brvri^r  Sttittitttes 

1 

25s.  (by  post  27s.  6d.) 

From  all  good  booksellers  or  from 

THE  PUBLISHING  DEPT. 

THE  NATIONAL  MAGAZINE  Co.  Ltd. 

22  ARMOURY  WAY,  LONDON  SW18 

i 
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Croisset  -  effet  de  neige  C.  1920  Canvas  18\"  24" 


NARCISSE  GUILBERT 
1878  - 1942 


First  London  Exhibition  of  a 
Rediscovered  Impressionist 

April  21st -May  16th  1970 

TOOTH 

31,  Bruton  Street,  London,  W.  i 
o!-499  647! 
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N.  R.  OMELL 

1 8th  &  19th  CENTURY  PAINTINGS 


J.  CARABAIN  The  Market  at  San-Remo  Exhibited  Grosvenor  Gallery  1883  -  No.  268 

Signed  Oil  on  canvas  32  X  24  in.  on  panel 


6  DUKE  STREET,  ST.  JAMES'S,  LONDON  S.W.i.  01-839  6223 
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Oil  on  Canvas 


Mere  et  Enfant  dans  le  Jardin 

Signed  lower  left:  Henri- Martin 


JEAN  GUILLAUME  HENRI-MARTIN 

HfifTimER  GALLERIES  Inc. 

51  East  57th  Street  New  York,  N.Y.  10022 


33i      28?  inches 


Telephone: 
758-04 1 0 


Cable  address: 
Hammergall,  N.Y. 
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'CASENTILH' 


Oil  Painting 


Recent  Works  by 
RAYMOND 
MARTINEZ 

April  9  -     May  2,  1970 

LEFEVRE 

SPECIALISTS  IN  FINE  XIX  &  XX  CENTURY 
FRENCH  PAINTINGS,  DRAWINGS  AND  BRONZES 
ALEX  REID  &  LEFEVRE  LTD 

30  BRUTON  STREET,  LONDON  WIX  8JD 
Telephone  01-629  2250.  Cables  Drawings  London  Wl. 


H.  S.  WELLBY 

Antique  English  and  Continental  Silver 


A  Dutch  silver  beaker 

UTRECHT  1632 
Maker's  mark  a  bird 
Height:  6|  inches  (\6l  cm.) 


6c  Grafton  Street,  London,  W.i 

Telephone:  Hyde  Park  1597 
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MARTIN  HUTTON 

Member  of  the  British  Antique  Dealers'  Association 

9,  MOUNT  STREET 

ANTIQUE  •   ENGLISH  D  ATTf  C       CT  TCCCV 

FURNITURE  DA  1   1  LM  JUJJLA 

TELEPHONE  BATTLE  2715- 


18th  &  19th  CENTURY 
ENGLISH  PORCELAIN 


A  small  ebonised  bracket   clock  In    Thomas  Johnson,   London,   Circa   ijto.  8-day 
striking  movement,  with  original  verge  escapement.  Dial  measurements  4!  ins.  In 
62  ins.  Overall  height,  including  handle,  14^  ins. 
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H.  TERRY-ENGELL  GALLERY 


JAN  STEEN,  Signed  The  Pet  Dove  Canvas,  2^X32  ins.  (64- ^  >;8i 


FINE  OLD  MASTER  PAINTINGS 

Annual  Collection  Illustrated  Catalogud 


8   BURY   STREET,   ST.   JAMES'S,   LONDON  S.W.i 

TELEPHONE:  01-839  2606  CABLES:  ARTENGEL,  LONDON  SWi 


Member  of  The  British  Antique  Dealers'  Association  Ltd. 


By  Appointment 
to  Her  Majesty  Queen  Elizabeth  II 
Supplier  of  Carpets 


******  ^  ^^S%Wkm^ 


An  18th-century  Turkish  Ghiordes  Prayer  rug. 
the  Mihrab  on  ivory  ground 
Size  5  ft.  6  in.  x  4  ft. 


FINE  TAPESTRIES 
SAVONNERIE  and  AUBUSSON 

CARPETS 
NEEDLEWORK  and  BROCADES 


70  SOUTH  AUDLEY  STREET,  LONDON,  W.I 

Telephone:  01-493  5288 
and  at  36  HIGH  STREET,  OXFORD 

Telephone:  Oxford  44I97 
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Georgian  mahogany  swivel  top  drop  leaf  dining  table 
with  plain  brass  feet  and  three  additional  leaves,  circa 
1795.  A  maker's  mark  within  the  table  reads:  "Patent 
Sympathetic  Tables  by  Pocock,  Southampton  St.,  Covent 
Garden."  46"  wide,  21"  deep,  closed.  46"  wide,  86"  long, 
open  with  all  leaves.  $2,400.00. 

Chippendale  mahogany  side  chairs,  three  of  a  set  of  six, 
circa  1770.  20V2"  wide,  17"  deep,  38"  high.  $2,100.00  for 
the  set.  . 


ANTIQUE  ORIENTAL  RUGS 


Outstanding  selection  of  rare  pieces  in  room 
size,  small  size  or  runners.  Collector's  pieces. 

CAUCASIAN  TURKISH    PERSIAN  TURKOMEN 


KAZAK  GHIORDES  KERMAN 

CABISTAN         KULA  SEHNA 
CUBA  OUSHAK  KASHAN 


DAGHESTAN  HEREKE 


TABRIZ 


TEKKE 
AFGHAN 
SAMARKAND 
KHIVA 


CHICHI  BERGAMO      FERAGHAN  KHACHLI 

KARABAGH       LADIK  SHIRAZ 

46  years  of  dealing  in  Antique  Oriental  Rugs 

R.  R.  Markarian 
c/o  A.  B.  Closson  Jr.  Co. 

4th  &  Race  Streets 
Cincinnati,  Ohio  45202 
513-621-1536 


In  the 
Center 
of  the 

ART 
WORLD 

of 

W  NEW  YORK 

In  the  midst  of  the  finest  museums,  art  and  auction 
galleries.  Accommodations  for  transient  and  resi- 
dential occupancy  convenient  to  shopping,  theatres 
and  business  areas.  Three  superb  restaurants. 


HOTEL  fARLYLE 

Madison  Avenue  at  76th  St.,  N.Y.  10021 
Telephone:  (212)  744-1600 
Cable:  THE  CARLYLE,  NEW  YORK.  Telex:  620692 


A  I  D.  MEMBERS 
Louise  A.  Mendel 
Don  Allen 
Julian  DePree 


1000  HAMILTON  AVE.,  LOUISVILLE,  K.Y.  40204  TEL(502)  587-661 1 
Members  of  The  Art  and  Antique  Dealers  League  of  America,  Inc\ 


Porspoder,  Finistere  1910 
signed  and  dated  1910  lower  right 
Also  signed,  dated  and  situated 
in  artist's  hand  on  original  stretcher 


Oil  on  canvas 


H.  54  cm.  X  L.  73  cm. 
2H  in.  ;.28f  in. 


HENRY 


MORET 


1856-1913 


Perceptive  buyers  note 
our  paintings  are  for 
investors  as  well  as 
collectors 


Post  and  Neo  Impressionists 

Maurice 

STERNBERG 

Galleries 


936  NORTH  MICHIGAN  AVENUE,  CHICAGO,  ILLINOIS  60611 
"OPPOSITE  THE  DRAKE  HOTEL" 
TEL:  312  642-1700 
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by  Martin  H.  Bush 

This  beautiful  volume  by  historian  Martin  H.  Bush  of 
Syracuse  University  is  the  first  comprehensive  study  of 
Doris  Caesar,  one  of  the  world's  great  sculptors.  Since  her 
first  exhibition  in  the  1930's,  she  has  been  widely  acclaimed 
for  capturing  and  recreating  in  bronze  the  essential  nature 
of  women. 

Doris  Caesar 


Luxuriously  illustrated  with  more  than  100  photographs  (16 
plates  in  full  color),  with  a  Preface  by  D.  B.  Wyndham 
Lewis  and  Introduction  by  Pulitzer  Prize  Poet  Marya 
Zaturenska.  Limited  autographed  edition  available  only 
from  the  publisher.  $25.00 

"Doris  Caesar  has  been  in  the  forefront  of  American 
women  sculptors  for  about  thirty  years.  .  .  ." 

— Marvin  D.  Schwartz,  Apollo 

"As  an  artist  and  a  satirist  she  is  unique,  agreeably  acid 
and  wholly  arresting." 

— D.  B.  Wyndham  Lewis 

"A  woman  sculptor  is  a  phenomenon  of  our  times,  virtually 
unknown  before  the  20th  century.  Doris  Caesar  has  brought 
to  the  ancient  art  her  knowledge  of  a  woman's  heart  and 
creative  powers  which  transcend  her  femininity." 

— John  I.  H.  Baur,  Director 
Whitney  Museum  of  American  Art 

Syracuse  University  Press 

Syracuse,  New  York  13210 


fhe  Connoisseur,  April,  1970 


FERNANDES  &  MARCHE 


A  fine  18th  century  Walnut  and 
Gold  Mirror. 
Height  51".  Width  24h". 

80  ISLINGTON  HIGH  STREET,  LONDON,  N.l 
Telephone:  01-837  8768 


Portrait  ot  a  Young  Lady 
by 

Govert  Flinck  (Klcef  161 5 — Amsterdam  1660) 
Panel,  21-5  X  17-5  cm. 


FLORENCE  TACCANI 

24  VIA  S.  SPIRITO  MILAN  (ITALY) 


'The  forecourt  of  the  Omajjaden  Mosque  in  Damascus' 
by  G.  BAUERNFEIND 
Signed 

Panel:  47  X  36 J  inches  (119  X    92  cms.) 

Framed:  54  X  43  inches  (137  X  1 10  cms.) 

1870    —  1970 

M.  NEWMAN  LTD 

Members  of  the  British  Antique  Dealers'  Association  Ltd. 

43a  Duke  Street,  St.  James's 
and  1/5  Ryder  Street,  London,  S.W.i. 

Telephone :  oi-<j30  6068  T elegraphic  Address :  NFAVPIC,  LONDON,  S.  II 


FLORENE  MAINE 

antiques 

U.S.  Route  #7,  P.O.  Ridgefield,  Connecticut   •    (203)  438-2386 

Open  daily  from  8  a.m.  until  6  p.m.  Sundays  by  appointment. 
If  you  are  coming  from  a  distance,  a  phone  call  in  advance  is  advisable. 


anjre         lacquer  screen  with  the  famous  eight  horses  painted  by  Shen  Chung  Chin, 
*0        a  well-known  official  and  scholar  of  the  early-eighteenth  century, 
of  the  eighth  month  and  fifth  year  (Shi  chen)  of  K'ang  Hsi  reign. 

First  horse :  Chueh  Ti  (crossing  the  lead) 

Second  horse :  Fai  Yu  (flapping  the  wing) 

Third  horse :  Pei  Hsiang  (racing  with  the  scent  of  fragrance) 

Fourth  horse:  YuehTing  (overtaking  the  shadow) 

Fifth  horse :  Yu  Hui  (beautiful  as  the  dawn) 

Sixth  horse :  Chao  Kuang  (faster  than  light) 

Seventh  horse :  T'eng  Wu  (riding  the  fog) 

Eighth  horse :  Chia  Yi  (carrying  the  wings  of  speed) 


TREASURES  FROM  PORTUGAL 


Unusual  XVIIIth-century  settee  circa  1750,  sacred  wood  from  India  or  China. 
Extremely  graceful  and  beautifully  carved. 

ALCOF ORADO 

302  East  52nd  St.  near  Second  Ave. 
New  York  10022    (212)  758-4618 


SPENCER  A.  SAMUELS  &  Co.,  Ltd. 

18  East  76th  Street,  New  York 


Master  Paintings,  Drawings  &  Sculpture 
from  the  14th  to  the  20th  Century 


By  appointment:  YUkon  8-4556 
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MEXICO 

And  Its  Archaeological  Treasures 


The  Mexican  people  clearly  possess  a  creative  genius.  From 
their  farthest  origins  they  have  shown  an  innate  artistic  sense. 
Olmecs,  Teotihuacan,  Zapotecs,  Toltecs,  Mayas  and  Aztecs, 
each  of  the  pre-Columbian  civilizations  displayed  a  personal 
style  and  characteristic  features.  This  cultural  heritage  accounts 
for  the  unbounded  treasures  that  can  be  found  throughout 
the  country  and  the  riches  preserved  in  the  many 
museums.  Hospitable  people,  an  ideal  climate, 
sun-drenched  beaches,  tropical  vegetation  and 
modern  hotels  contribute  to  your  relaxation. 
Come  to  Mexico  for  thrilling  holidays! 


There  are  direct  flights  daily  from  Europe  to  Mexico. 

For  further  information  see  your  local  travel  agent  or  : 
MEXICAN  TOURIST  OFFICE,  60.  Jermyn  Street.  LONDON.  S.W.I. 
CONSEJO  NACIONAL  DE  TURISMO  -  DEPARTAMENTO  DE  TURISMO  •  MEXICO  D.F. 


m 

Rungius,  Carl 
1S69- 


Grizzly  Family  in  the 
Canadian  Rockies 
28X36in. 


WILLOUGH  BY-TOSCH  I 
Collie  I/llris  gallery 


521   SUTTER  STREET  (above  Powell) 

SAN    FRANCISCO  Telephone  (41 5)  362-0717 
IN  THE  CENTER  OF  THE  HOTEL  AREA 


NEWMAN 
GALLERIES 

FOR  ALL  ART 


original  art 
reproductions 
conservation 
custom  framing 

A  tradition  in  art 
since  1865 

1625  Walnut  Street,  Philadelphia 
850  W.  Lancaster  Ave.,  Bryn  Mawr 


GALLERY 
STEPHEN  KELLNEIl 

Art  ok'  « he  Pacific 


Canoe  Shield,  May  River,  N.G.  4  ft. 

This  Gallery  is  the  oldest  and  the  only  one  in  Australia  which  deals 
exclusively  in  authentic  South  Pacific  objects  of  ethnographical 
importance. 

72-74  CARRINGTON  ROAD,  WAVERLEY 
(SYDNEY)  AUSTRALIA  2024 


Rare  and  important  Chippendale  mirror  with  two 
carved  swags.  1760. 


Rowland's  Antiques 

Route  202  -  Route  413 
Buckingham,  Bucks  County,  Pennsylvania 
Telephone:  (215)  794.7611 
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STAIR 


&  COMPANY 


One  of  a  PAIR  of  Walnut  Side  Chairs,  stamped  with 
the  maker's  initials  T.H.  -  English  -  circa  1695  - 
53{  inches  high. 

Formerly  in  the  collection  at  Broughton  Castle,  Oxon. 

An  a/most  identical  chair  by  the  same  maker  is  in  the 
Victoria  and  Albert  Museum,  London. 
See  also  The  Shorter  Dictionary  of  English  Furniture' 
page  725,  figure  38,  for  a  very  similiar  armchair 
formerly  at  Hampton  Court,  Leominster. 


(To  be  seen  in  London.) 


59  East  57th  Street 
New  York,  N.Y.  10022 
Telephone:  212-355-7620 


120  &  125  Mount  Street, 
London,  W.1 . 

Telephone:  01  -499  1785/5270 


400  Duke  of  Gloucester  Street, 
Williamsburg,  Va.  23185 
Telephone:  703-229-6860 


In  U  S  A.:  Member  of  the  National  Antique  and  Art  Dealers'  Association  of  America,  Inc     In  London:  Member  of  the  British  Antique  Dealers'  Association,  Ltd. 
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BERRY-HILL  GALLERIES 


743  FIFTH  AVE. 


PLaza  3-8130 


New  York,  N.Y.  10022 

Cables:  Berryhill  New  York 


ERNEST  LAWSON,  N.A. 
Colorful  River  Landscape 
Oils  on  canvas,  20"  <  24" 
Signed:  E.  Lawson 
ex.  coll.  Mr.  Gibson  Hazard 


'ERNEST  LAWSON— AMERICAN  IMPRESSIONIST' 
Preface  by  Ira  Glackens — 6  color  plates — 150  illus. 
Limited  Edition  of  600  copies  at  $30;  brochure  available. 


CHINESE  SNUFF  BOTTLES  A  SPECIALITY 

Coral  carved  in  high  undercut  relief,  having  two  pairs  of  Love  Birds  at 
the  base  and  a  single  bird  on  the  reverse.  Carved  Coral  stopper  and  original 
carved  stand.  Height.  4";  with  stand,  4|".  Both  obverse  and  reverse  shown. 


MAINLAND,  PENNSYLVANIA  19451 
(1  9  mi.  from  Phila.  at  Lansdale  Exit  of  Pa.  N.E.  Extension) 
By  appointment  please.  Phone  (215)  723-3949 


Pair  of  Antique  Irish  Silver  Loving  Cups. 
Maker:  Charles  Mullin,  Dublin,  c.  1769. 


Antique  English  and  Irish  Silver 
Old  Sheffield  Plate  •  Victorian  Plate 

Wint  Sntitiue3  3nc. 

Bertram  A.  Wine 

667  Madison  Avenue,  Suite  1006,  New  York, 
N.Y.  1 002 1 

Members  of  the  Art  and  Antique  Dealers'  League  of  America  Inc. 


Restoration 

and  conservation  of  the  antique 

Bronzes  Ceramics  Enamels  Ivories 
Jades  Marbles  Tortoiseshell 
Snuffs    Mother-of- Pearl  Buhl 

Ormolu    Objets  d'Art    Furniture  etc. 

Garbe 

restorers  to  the  leading  museums 

23  Charlotte  Street 
London  W1P  1HB 


Founded  1770 


Tel:  01-636  1268 


OMELL  GALLERIES 

Fine  I9ch-  and  20th-CENTURY  PAINTINGS 

At  realistic  prices  We  export  throughout  the  World 

22  BURY  STREET,  ST.  JAMES'S,  S.W.I.  839  4274 


NITA  MILLER 

FOR  PERIOD  LAMPS 

Nita  Miller  Lamps  and  Shades 

63a  Grosvenor  Street,  W.I      01-629  0951 
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An  Important  American  Ship  Portrait 


EDEN  GALLERIES 

Member  Art  &  Antique  Dealers  League  of  America,  Inc. 

Halls  Pond  Rd.,  Belcher,  R.D.  1,  Salem,  N.Y.  12865 

Telephone  518-854-7844  Appointment  necessary 

A  phone  call  is  suggested  if  you  are  seriously 
interested.  Evening  calls  acceptable. 


by  Warren  Sheppard  (signed  L.R.) 
American  marine  painter  and  ship  architect 

In  excellent,  untouched  condition  exactly  as 
acquired  by  us  from  the  family.  40  inches  by  26 
inches,  oil  on  canvas. 

The  Europa  flies  the  flag  of  one  of  America's  great 
shipping  families,  the  Trowbridges,  who  founded 
New  Haven,  Conn,  in  1638  and  thereafter  carried 
on  a  West  Indies  and  Far  Eastern  maritime  trade. 

Painting  is  accompanied  by  silver  Christening  cup 
of  Ezekiel  Hayes  Trowbridge,  Jr.,  born  1842. 

Family  documentation  and  interesting  history  given 
to  purchaser. 


tie. 


562  LINCOLN  AVENUE,  WINNETKA. 

HILLCREST  6-0912 


ILLINOIS 


Two  late-eighteenth-century  English 
Staffordshire  figures,  multi  colour, 
6in.  high.    $325.00  each. 


Papier  mache-  tea  caddy,  complete  with 
two  tin  canisters  inside,  lacquer  red  and 
black,  8in.  wide,  5in.  deep,  5in.  high. 

$165.00 


"V 


100(490/019/900000/9000000000/* 0000 00000 00 0000000000 000^. 
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Antique  English  silver  inkstand.  Length 
10|"  width  6|".  London  1809,  T  &  J 
Craddock 


The  Ultimate  in 

Rare  Antique  Silver 
and  Fine  Porcelains. 


IMPORTANT  PLATE  OF  THE 
MIDDLE  PERIOD  OF  KAGA  WARE 
of  dense,  ivory-toned  porcelain  decorated 
in  rich  deep  red  with  gold  design 
on  the  border. 
Diameter:  14£  inches. 

Similar  pieces  appeared  at  the 
1867  Paris  Exhibition  sent  by  the 
[Government  of  the  late  Japanese  Shogun; 
illustrated  in  "Ke ramie  Art  of  Japan"" 
by  A uds ley,  Bowes  published 
in  IS79. 


'unn-& 


Oriental  Art  since  1921 
835  Madison  Avenue 
New  York,  N.Y.  10021 

Telephone:  734-2200 
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Oil  on  canvas  14%"  X  i8\" 

signed 

"Gertrude  of  Wyoming" 
by 

MARTIN  JOHNSON  HEADE 
(1819-1904) 


".  .  .  Apart  there  was  a  deep  untrodden  grot, 
Where  oft  the  reading  hours  sweet  Gertrude  wore.  .  ." 

Before  the  massacre,  the  heroine  of  Thomas  Campbell's  1809 
ballad,  in  the  beautiful,  ill-fated  Wyoming  Valley  of  Pennsylvania. 


R.  GORDON  BARTON 

THE  SPORTING  GALLERY,  INC. 

Box  146  Telephone:  Virginia  (703)  687-6447 

MIDDLKBURG,  VIRGINIA  Washington,  D.C.  (202)  471-1733 

22117  Cable:  Fineart,  Middleburg,  Va. 
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THE 
FINEST 
ANTIQUES 

IN 
PARIS 


1 


f  'v  - 


EXHIBITION 

from  20th  to  29th  May  1 970 

1 1  a.m.  - 1 1  p.m. 

HOTEL  GEORGE  V 

PARIS 


,-tr 


with  the  participation  of 
the  Paris  Antique  Dealers 


Didier  AARON  &  CIE  *  ALAVOINE 
AVELINE  &  CIE  ★  BENSIMON 
BRESSET  *  CATAN 
CIE  DE  LA  CHINE  ET  DES  INDES 
B.  FABRE  &  FILS  *  J.  P.  HAGNAUER 
Leon  HELFT  &  CIE 
J.O.  LEEGENHOEK  ★  Etienne  LEVY  &  C1 
Michel  MEYER  FILS 
VANDERMEERSCH  ★  WEILLER  &  CIE 


Didier  AARON  &  Cie,  32,  Av.  Raymond-Poincare,  Paris  16e,  Tel.  727.96.32 
ALAVOINE,  42,  Av.  Kleber,  Paris  16e,  Tel.  727.07.67 
AVELINE  &  Cie,  20,  Rue  du  Cirque,  Paris  8e,  Tel.  359.51 .63 
BENSIMON,  20,  Rue  Royale,  Paris  8e,  Tel.  073.73.89 
BRESSET,  5,  Quai  Voltaire  &■  197,  Bd  St-Germain,  Paris  7e,Tel.  548.89.35  &  548.18.24 
CATAN,  129,  Champs-Elysees,  Paris  8e,  Tel.  225.41.71 
Cie  DE  LA  CHINE  ET  DES  INDES,  39,  Av.  de  Friedland,  Paris  8",  Tel.  359.93.28 
B.  FABRE  &  FILS,  1  9,  Rue  Balzac,  Paris  8e,  Tel.  227.1  7.52 
J. P.  HAGNAUER,  1  0,  Rue  de  Seine,  Paris  6e,  Tel.  326.36.54 
Leon  HELFT  &  Cie,  32,  Av,  Raymond-Poincare,  Paris  1  6e,  Tel.  727.1  7.79 
J.O.  LEEGENHOEK,  96,  Av.  Kleber,  Paris  16e.  Tel.  553.89.82 
Etienne  LEVY  &  Cie  ,1  78,  Fg  Saint- Honor<§,  Paris  8e,  Tel.  225.66.84 
Michel  MEYER  Fils,  22,  rue  Rousselet,  Pans  1",  Tel.  566.93.53 
VANDERMEERSCH,  23,  Quai  Voltaire,  Paris  7e,  Tel.  548.26.64 
WEILLER  &  Cie,  1  5,  rue  Lammenais,  Paris  8e,  Tel.  225.43.46 


INTERNATIONAL  RE  I'RESF  N  I  A  I  I VI 


■ 


SHERATON  FOUR  AMBASSADORS,  MIAMI,  FLORIDA  33131 


RENOIR  MONFT  MANI  I  DEGAS  CEZANNE  KANDINSK^   PICASSO  CHAGALI   I  AURENCIN  14th/l5th  (  I  NI.  GREEK  &  RUSSIAN  ICONS 
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PRESTONS  LIMITED 


ESTABLISHED  1869 


Member  of  the  British  Antique  Dealers'  Association 


Geo.  Ill  Beer  Pitcher  by  Joshua  Lejeune, 
weight  31-5  ounces,  height  91  inches,  London,  1786. 


DEANSGATE 


BOLTON 


LANCASHIRE 


TEL:  0204-25476 
TELEX:  63221 


ALSO  AT  PARK  PLAZA  HOTEL    •   TORONTO  5    •    CANADA    •   TEL:  920  5157 


NEWHOUSE 


GALLERIES,  Inc. 

Established  1878 


FETES  GALANTES 
( A  pair  of  Paintings) 

by 

FRANZ  CHRISTOPH  JANNECK 
1703  —  1 76 1 

Size  13  g  by  \6\  incites  each. 


15  East  57th  Street,  New  York,  N.Y.  10022 

(212)  PLAZA  5-4980 


NEWHOUSE 

GALLERIES,  Inc. 

Established  1878 


15  East  57th  Street,  New  York,  N.  Y.  10022 

(312)  PLAZA  5-4980 


MARC  CHAGALL 

IMPRESSIONIST    •    20th  CENTURY 
PAINTINGS 


A(Ql  AVELLA  GALLERIES  Inc..  18  East  79th  Street,  New  York.  RE  4-6300 
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e  invite  you  to  visit  our  four  new  galleries  and  to  inspect  our 
recent  shipments  of  extraordinary  English  period  furniture,  period 
porcelain,  master  drawings  and  antique  decorative  accessories. 


CHARLES  FRANK  &  COMPANY 

102  i'/eust  C  host  nut  Street  Chicago 


Period  Furniture       •      Antique  Porcelain 


Muster  Drawings 


Reflections  of  old  world  France  from  the  Middle 
Ages  to  early  19th  Century  can  be  found  in  this 
enchanting  Parisian  line  of  door  hardware  and 
window  bolts.  Designed  and  manufactured 
by  Gamier  of  Paris  (established  1832)  and  sold 
through  P.  E.  Guerin,  the  exclusive  American 
representative,  this  handsome  and  distinctive  line 
of  quality  hardware  may  be  ordered  in  a  variety 
of  styles  and  finishes. 

23  Jane  Street,  New  York,  N.Y. 

Also  shown  at  McCune  Showroom,  San  Francisco 

Send  for  Gamier  Catalog  and  Guerin  Catalog 
No.  8  showing  a  complete  line  of  period  and 
contemporary  bathroom  fixtures  and  accessories 
in  addition  to  builders  and  furniture  hardware 
and  period  tables   .  .  $1.00 


I.  FREEMAN  &  SON,  L' 

Old  English  Silver  •  Old  Sheffield  Plate 
Modern  Silver  and  Plate 


Fine  George  III  Cake  Basket  by  Hester  Bateman.  Dated 
London  1787.  Weight  29  oz.  10  dwts. 

18  Leather  Lane,  London,  E.C.i. 

Telephone:  01-405  4633/4 


APRIL  6—25 

VIOLET  TENGBERG 

APRIL  27— MAY  16 

JOHN  BELLANY 

PERMANENTLY 


APERGIS 

BAKIC 

BERLEWI 

BEUERMANN 

BOHUSZ 

CLOSON 

CROZIER 

FORNER 

FOUJINO 

GARRISON 

GUITET 

GWYER 

ILNICKI 


LACASSE 

MITRIC 

NALECZ 

PELLING 

PORTER 

PORTWAY 

SCHETTINI 

SCHEURER 

STEPHENSON 

TATE 

TENGBERG 
WELLS 

ZACK,  etc. 


drian  gaii 


enes 


5-7  porchester  place    marble  arch    london  w2 

01  -723  9473 
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OLD  MASTERS 

FINE  PAINTINGS 
&  DRAWINGS 
FOR  MUSEUMS 

&  COLLECTORS 

H.  SHICKMAN 

GALLERY 
Q2Q  PARK  AVE 

NEW  YORK 


SNUFF 
BOTTLES 


1  • 

St 

ANTIQUES 

INTERIORS 

(212)  348  7497 
including  weekends  and  evenings 

Box  394  Cracie  Station  New  York  10028 


AMERICAN 

ART  SELECTIONS 

100  page  catalog 

Eighteen  color  plates,  one  hundred  twelve  illustrations, 
with  biographical  materialon  eachof  the  Eight.  Included 
are  works  by  Henri,  Davies,  Lawson,  Glackens,  Luks, 
Shinn,  Sloan,  Prendergast,  Potthast,  Hassam,  Bellows, 
Robinson,  Cassatt, Chase,  Metcalf,  Marsh,  Bierstadtand 
many  others.  Available  at  two  dollars. 

CfjapelUer  <§allerie£ 

22  East  80  Street    New  York  City  1 0021  988-8430 


ARPAD  ANTIQUES  INC. 


Pair  ot  paintings,  oil  on 
canvas.    Chinoiserie  sub- 
jects, in  multi-colours. 

Continental,  late  i8th 
century. 

Sizer  6'$"  x  5 '9" — in  carved 
and  gilded  frames. 


Silversmiths  for 
antique  silver 


3125  M  Street,  N.W. 
Washington,  D.C.  20007  (202)  FE  7-3424 
Member:  Appraisers  Association  of  America 


BRENWASSER  labs 

PHOTOGRAPHY  OF  ART 

SERVING  LEADING  GALLERIES, 
MUSEUMS  AND  COLLECTORS 

Write  or  phone  for 
rates  outside  of  the 
NEW  YORK  CITY  metropolitan  area 

1143  PARK  AVENUE 
NEW  YORK,  N.Y.  10028 
telephone:  A.C.(2i2)  SA2-4^89 
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THE 

MOST  FABULOUS 

AUCTION 

OF  THE 

CENTURY! 

Metro-Goldwyn-Mayer  is  streamlining  its 
operation  and  no  longer  requires  for  current  production, 
the  warehouses  overflowing  with  motion  picture  treasures  that  have  been 
in  many  of  the  great  films  of  the  past  45  years. 


PUBLIC  AUCTION 

Complete  collection  of  props, 
Wardrobe,  Set  Decorations 

METRO-GOLDWYN-MAYER  STUDIOS 
CULVER  CITY,  CALIFORNIA 


Period  furniture,  antiques, 
chandeliers,  art  objects,  paintings, 
classic  automobiles,  boats, 
guns,  wardrobe. 


Auction  to  be  held  at  M-G-M 
Studios.  Preparing  for  15-day 
auction  approximately  end  of 
April  or  first  of  May. 


For  further  information  contact: 


DAVID  WEISZ  CO. 


Los  Angeles : 
930  South  Robertson  Blvd. 
Los  Angeles,  California  90035 
(213)  655-4300 


New  York : 
5244  Netherland  Avenue 
New  York,  New  York  10471 
(212)  549-7330 


9i 


LONDON  ART  DEALERS 


ALBANY  GALLERY 

14  MASONS  YARD,  DUKE 
ST.,  ST.  JAMES'S.  S.W.1 
01-839  6119 
English  Drawings  and 
Watercolours  of  the  1  8th 
and  20th  Centuries,  small 
paintings  of  the  same  period 

ALECTO  GALLERY 

38  ALBEMARLE  STREET, 
W.1 

01-493  4226 

CABLES:  ALECTOGAM.  LONDON 

20th  Century  Graphics  and 
Multiples  European  and 
American  Artists 

BROD  GALLERY 

24  ST.  JAMES'S  STREET, 
S.W.1 

01-839  3871/2 

CABLES:  RESTAFF.  LONDON 

Old  Master  Paintings  and 
Master  Drawings 

CITY  GALLERY 

(David  Barclay  Ltd.) 
2A  COPTHALL  COURT, 
THROGMORTON  STREET, 
E.C.2 

01-606  1568 
Specialists  in  Landscape 
Paintings,  1  7th  to  1  9th 
Century  Seascapes  etc. 

EDWARD  COHEN 

40  DUKE  STREET. 
ST.  JAMES'S.  S.W.1 
01  -839  5180 

Old  Masters  of  all  Schools, 
Suppliers  to  the  Trade 

CRANE  ARTS 

321  KING'S  ROAD,  S.W.3 
01 -352  5857 
English  and  American 
Primitive  Paintings,  Modern 
Naives 

CRANE  KALMAN 
GALLERY 

178  BROMPTON  ROAD. 
S.W.3 

01-584  7566 
20th  Century  Masters, 
Neglected  Painters, 
Younger  British  Artists 

DRIAN  GALLERIES 

5-7  PORCHESTER  PLACE, 
MARBLE  ARCH,  W.2 
01-723  9473 
Modern  Masters 

FERRERS 

9  PICCADILLY  ARCADE. 
ST.  JAMES'S,  S.W.1 
01-493  6948 
French  Paintings  and 
Drawings  from  1  700  to  1  900, 
Victorian  Paintings  and 
Art  Nouveau 


FINE  ART  SOCIETY 
LIMITED 

148  NEW  BOND  STREET. 
W.1 

01  -629  5116 

British  Art  of  the  1  8th  to  20th 

Centuries, 

Paintings,  Watercolours, 
Drawings  and  Sculpture 
FOLIO  FINE  ART 

6  STRATFORD  PLACE, 
W1  N  OBH 
01-493  9041 

CABLES:  FOLIOS.  LONDON 

Master  Prints  and  Drawings, 
Classical  Antiques, 
Manuscripts,  Miniatures, 
Documents,  Autographs, 
Regular  Catalogues 
FORES  LTD. 
123  NEW  BOND  STREET, 
W.1 

01  -629  5319 

CABLES:  SEROPICS  LONDON 

Old  and  Modern  Sporting 
Paintings,  Drawings  and 
Prints 

FROST  &  REED  LTD. 

41  NEW  BOND  STREET. 
W.1 

01 -629  2457 

CABLES:  PARNASSUS.  LONDON 

18th -19th  Century  English 
and  Dutch  Paintings, 
Contemporary  English  and 
Modern  French  Paintings 
FRY 

58  JERMYN  STREET. 
ST.  JAMES'S.  S.W.1 
01  -493  4496 

CABLES:  FRYART.  LONDON 

English  Watercolours  and 
Drawings  of  the  18th  and 
1  9th  Centuries 
FURNEAUX  GALLERY 

23  CHURCH  ROAD, 
WIMBLEDON.  S.W.19 
01-946  4114 

Paintings  and  Watercolours 
by  living  British  Artists 
GROSVENOR  GALLERY 

30  DAVIES  STREET.  W.1 
01 -629  0891 
20th  Century  Masters 
Contemporary  Paintings, 
Sculpture  and  Graphics, 
specialising  in  Italian. 
Russian,  Czech  and  Chinese 
Art 

HEIM 

59  JERMYN  STREET. 
ST.  JAMES'S.  S.W.1 
01  -493  0688 

CABLES:  HEIMGAL.  LONDON 

Old  Master  Paintings  and 
Sculptures 

HERNER  WENGRAF 

OLD  MASTERS  GALLERIES 

62  SOUTH  AUDLEY  ST.,  W.1 
01  -629  0223 

CABLES:  OLDGALL.  LONDON 

Fine  Old  Master  1  9th  and  20th 
Century  Paintings 


CYRIL  HUMPHRIS  LTD. 

23  OLD  BOND  STREET.  W.1 
01  -629  6240 

Sculpture  and  Works  of  Art 

KAPLAN  GALLERY 

6  DUKE  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  8665 
French  Impressionist 
Paintings 

LEFEVRE  GALLERY 

30  BRUTON  STREET,  W.1 
01  -629  2250 
1  9th  and  20th  Century 
French  Paintings 

MADDEN  GALLERIES 

77  DUKE  STREET, 
GROSVENOR  SO...  W.1 
01  -493  5854 

French  Impressionists,  post 
Impressionists  and  living 
French  Painters  and 
Sculptors 

MARLBOROUGH  FINE 
ART  LTD. 

39  OLD  BOND  STREET,  W.1 
01  -629  5161 

CABLES:  BONDARTOS.  LONDON 

French  Impressionists  and 
Important  20th  Century 
Paintings,  Finest  Old 
Masters 

MARLBOROUGH  NEW 
LONDON 

17-18  OLD  BOND  ST.,  W.1 
01  -629  51  61 

CABLES:  BONDARTOS.  LONDON 

Contemporary  Paintings  and 
Sculpture,  Modern  Graphics 

THE  MOORLAND 
GALLERY 

23  CORK  STREET.  W.1 

01  -734  6961 
Sporting  and  Natural 
History  Pictures  and  Prints, 
from  the  1  8th  Century  to 
present  day 

HAL  O'NIANS 

6  RYDER  STREET, 

ST.  JAMES'S.  S.W.1 

01-930  9392 

Old  Master  Paintings  and 

Drawings 

THE  PARKER  GALLERY 

2  ALBEMARLE  ST..  W.1 
01-499  5906 

Marine.  Military,  Topograph- 
ical and  Sporting  Paintings, 
Prints  and  Watercolours,  Old 
Maps, Ship  Modelsand  Curios. 

MARJORIE  PARR 
GALLERY 

285  KINGS  ROAD,  S.W.1 
01-352  0768 
20th  Century  Paintings, 
Sculpture  and  Prints 


DAVID  PEEL  &  CO.  LTD. 

2  CARLOS  PLACE. 
MOUNT  ST..  W.1 
01-493  3161 
European  Works  of  Art 

P.  POLAK 

21  KING  STREET. 

ST.  JAMES'S.  S.W.1 

01 -930  9245 

English  and  Continental 

Paintings  of  the  1  9th 

Century  and  Early  English 

Watercolours 

RUPERT  PRESTON  LTD. 

17  KING  STREET, 
ST.  JAMES'S.  S.W.1 
01-930  1794 
Specialists  in  Early 
Marine  Paintings 

SPINK  &  SON  LTD. 

5-7  KING  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  7888 

CABLES:  SPINK  LONDON 

Coins,  Medals,  Oriental  Art, 
European  Glass  and 
Porcelain,  Glass 
Paperweights,  English 
Paintings,  Drawings,  Silver, 
Furniture 

ARTHUR  TOOTH  & 
SONS 

31  BRUTON  STREET,  W.1 
01 -499  6741 

CABLES:  INVOCATION.  LONDON 

Old  and  Modern  Pictures  of 
International  Value  for 
Private  Collectors  and 
Public  Galleries 

TRYON  GALLERY 

41/42  DOVER  STREET.  W.1 
01  -493  5161 

Sporting  and  Natural  History 
Pictures  and  Prints 

DENNIS  VANDERKAR 
GALLERY 

8  DUKE  STREET, 
ST.  JAMES'S.  S.W.1 
01  -930  6994 
Dutch  and  Flemish  Old 
Masters 

CHRISTOPHER  WADE 
GALLERY 

28  BRUTON  STREET,  W.1 
01 -499  0298/9 

CABLES:  PARNASSUS.  LONDON 

Fine  Paintings  of  the  17th 
and  1  8th  Centuries  and 
Works  by  modern  artists 

WILDENSTEIN  &  CO.  LTD. 

147  NEW  BOND  ST.,  W.1 
01-629  0602 

CABLES:  NAVILD  LONDON 

Old  Master  and 
Impressionist  Paintings 
and  Drawings 
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37  HOLYWELL  HILL.  ST.  ALBANS 
'         HERTFORDSHIRE.  ENGLAND 
St.  Albans  53230 

Member  of  the  British  Antique  Dealers'  Association 


GALERIE 
PHILIPPE  REICHENBACH 


8,  avenue  matignon  paris  8e — 359-73-46 


HARPIGNIES  "Entree  de  l'Ecole"  (i860)  33  x  24  cm 


KNOWN  AND  LESSER-KNOWN 
?  PAINTERS  OF  THE  19th  CENTURY 

o 
o 

from  23rd  April  to  30th  May,  1970 


Fine  Mahogany 
supper  table, 
excellent  colour 
and  patina, 
circa  1750. 


LOWE 

of  LOUGHBOROUGH 

PERIOD  FURNITURE  17th,  18th  &  19th  CENTURY 
Dealing  in  antiques  since  1885 
3  MILES  FROM  Mi 

37-40  CHURCH  GATE  Tel.  0L0-93  2554 

Open  all  week  except  Saturday.    Own  Car  Park 


The  Connoisseur,  April,  1970 


PIGNON 

M I  SEE  GALLIERA 

10,  avenue  Pierre-Ier-de-Serbie  -  Paris 

RECENT  WORKS  (1967-1970) 
llth-30th  May,  1970 


"Tete  de  guerrier"  (60  x  81  cm) 


WA  TERCOLO URS,  PAINTINGS 

3rd-27th  June.  1970  J 

5 

U 

GALERIE  REICHENBACH  \ 

8,  avenue  Matignon  -  Paris  8«  -  359.73.46 
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JOHN  F.  PETO.  1854-1907 

"The  Old  Closet  Door" 
40  x  30  inches,  oil/canvas 

Important 
American  Art 

18th,  19th  and  20th  Century 


Kennedy  Galleries 

FOUNDED    1874  *  BY  H.  WUNDERLICH 

20  EAST  56TH  STREET  .  NEW  YORK  10022 


AUCTION  SALES  IN  PARIS 

Collection  of  the  Vicomtesse  Vigier 


HOTEL  DROUOT 

20th  APRIL 

Chinese  Art 
Oriental  carpets 

22nd  APRIL 

Ancient  and  modern 
goldsmith's  art 

24th  APRIL 

French  and  foreign 
porcelain 

30th  APRIL 

Fine  old  masters  and 
period  furniture 

5th-6th  MAY 

Collection  of  antique 
porcelain  and  faience 

28th-29th  MAY 

Fine  illustrated  books  of 
the  18th  century — embossed 
with  armorial  bearings  and 
books  of  the  Romantic  movement. 


PALAIS  GALLIERA 

2nd  JUNE 

Important  old  masters.  Fine 
examples  of  the  goldsmith's  art 

3rd  JUNE 

Rare  porcelain — objets  d'art. 
Very  fine  18th  century  furniture. 
Tapestries — carpets 


i 


r  U 


Me  Maurice  RHEIMS 

1,  rue  de  Lille  -  Paris-7e 
Tel.:  222-61-90 


AUCTIONEERS: 
Me  J.-Ph.  BONDU 

1 7,  rue  Drouot  -  Paris-9e 
Tel.:  770-36-16 


Me  Rene  G.  LAURIN 

1,  rue  de  Lille  -  Paris-7e 
Tel.:  222-61-90 


EXPERTS:  MM.  BELRDELEY,  J.  &  Ph.  MCOLIER,  BALR,  LEBEL,  PROST,  B.  &  J.  DILI  LI  .  RICHARD, 

Mme.  VIDAL  MEGRET 

Further  information  and  catalogues  on  request  from  the  respective  addresses  above 


Great  Britain  Representative:  87,  Regent  Street,  Off.  24,  LONDON,  W.l.  Tel:  01-734  0933. 
Swiss  Representative:  Auctiones  S.A.,  9,  Dufourstrasse.  CH-4000,  Basic.  Tel.:  23-17-22. 
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New  York,  Winter  by  Guy  Wiggins 

25  X  30  inches 


OF  BOSTON,  INC. 
ESTABLISHED  1841 
238  NEWBURY  STREET,  BOSTON,  MASS.  02116 
(617)  536-6176 

We  need  Blakelock,  limes,  Wyant,  Twachtnum  and  Hudson  River  artists 


MALCOLM 
FRANKLIN 

INCORPORATED 

126  EAST  DELAWARE  PLACE, 
CHICAGO,  ILL.  60611 
DELAWARE  7-0202 


Fine  English  Heppleivhite  mahogany 
serpentine  sideboard, 
c.  iySOyjrom  Yorkshire 
60"  x  2j\"  x  j  j\ "  high 


The  Connoisseur,  April,  1970 


too 


FELIX 
VALLOTTON 

(1865-1925) 

A  retrospective  showing  of  paintings, 
drawings  and  lithographs  presented 
under  the  patronage  of  His  Excellency  Felix  Schnyder, 
Ambassador  of  Switzerland  to  the  United  States 
and  Ambassador  Pierre-Henri  Aubaret, 
Consul  General  of  Switzerland  in  New  York. 


THE  CHURCH  IN  SIERRE  (1919) 

Oil  on  canvas  25%  x  32  in. 
Signed  (lower  left):  F.  VALLOTTON  .19 

April  7  through  April  25 

Hirschl 
&  Adler 

Galleries  inc. 

21  East  G7th  Street  New  York     (212)  535-8810     Cable:  Hiramart 
Tuesdays  through  Fridays  9:30  to  5:30  Saturdays  9:30  to  5:00 


Chippendale  mahogany  chest-on-chest  ot 

rich  brown  color.  The  upper  part  with  fluted, 
canted  corners.  The  lower  section  fitted  with 
brushing  slide.  Original  handles.  Circa  1780. 
Height  73",  width  42",  depth  22". 

Wakefield-Scearce  (Jalleries 

DIRECT  IMPORTERS 

FRANCHISED  DEALERS  FOR  DOUGHTY  AND 
BOEHM  BIRDS  AND  CYBIS  PORCELAINS 

(  We  welcome  your  requests  for  specific  models) 
Member  of  the  Art  and  Antique  Dealers  League  of  America,  Inc. 

Open  every  day  .9  a.m. -5  p.m.  Closed  Sundays.  Telephone:  (502)  ME  2-43H2 
Visit  our  Subterranean  Silver  Vault 

HISTORIC  SCIENCE  HILL,  SHELBY VILLE,  KENTUCKY 

on  BOTH  main  mads  (U.S.  fit)  and  1-64)  between  Louisville  and  Lexington 
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WILDENSTEIN 


Paintings  and  Watercolours 

ALBERT  ANDRE 

1869  —  1954 

8th  April  -  9th  May,  1970 

Weekdays  io  —  5.30  Saturdays  10  — ■  12.30 

147  New  Bond  Street,  London  Wi 

Telephone:  01-629  °6o2 


THE  COMPLETE  ENCYCLOPiEDIA  OF 

ANTIQUES 


'the  most  comprehensive  & 
authoritative  single-volume 
work  of  reference  in  its  field' 


ANTIQUES 


£4~  i°s. 

£4.  16s.  post  paid  from 
The  Publishing  Department 
The  National  Magazine  Co.  Ltd. 
22  Armoury  Way 
London  SWiS 


g6o    pages    text    —   512   pages    monochrome  plate. 


Compiled  by 

THE  CONNOISSEUR 


Glossaries    of    terms    at    the   end    of   every    section       Edited  by 

L.  G.  G.  Ramscv 


The  Connoisseur,  April,  1970 
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VOJTECH  BLAU^ES 

RUGS    AND    TAPESTRIES         Asia  Minor  rugs 

980  MADISON  AVENUE  •  NEW  YORK  CITY  10021        you  areinvited  to  visit 

Fifth  floor  of  the  Parke-Bernet  Build ing    Telephone  (212)  249-4525  are  hung ' flfyou^winl  ™S. 


An  eighteenth-century  Tapestry  Manufacture  d'Aubusson  from  the  drawings  of  F.  Boucher.  The  height 
is  8'  7"  and  the  width  is  7'  9".  The  Marchands  de  Plaisir  is  considered  one  of  the  very  best  of  Boucher's 
creations  and  is  very  much  sought  after  by  connoisseurs  of  the  Tapestry  Art.  The  colors,  although  soft, 
are  very  fresh.  The  condition  is  pristine. 
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Panel  Size 


Outside  Frame 


'Leisure  Moments" 
R.  Madrazo 
1841-1920 


IN  TORONTO  CANADA 
"NINETEENTH  CENTURY" 
British  and  Continental  Paintings 

including  works  by: — 

Henry  Andrews,  H.  J.  Boddington,  J.  B.  Burgess,  R.  A., 
Ernest  Crofts,  R.  A.,  Montague  Dawson,  R.M.A., 
Edward  Duncan,  Thomas  Faed,  R.A.,  Joseph  Highmore, 
R.  Hillingford,  J.  C.  Hook,  R.A.,  Thomas  Hudson, 
F.  W.  Hulme,  Robert  Ladbrooke,  G.  D.  Leslie,  R.A., 
J.  Seymour  Lucas,  R.A.,  J,  C.  Maggs,  Henry  Moore,  R.A., 
Erskine  Nicol,  R.A.,  E.  Niemann,  Sr.,  Sir  William 
Orchardson,  R.A.,  John  Philip,  R.A.,  J.  B.  Pyne,  Sir  Henry 
Raeburn,  R.A.,  W,  Dendy  Sadler,  Wm.  Shayer,  Sr., 
Winterhalter,  etc. 

Artz,  Boutibonne,  Breling,  Brissot,  Brunery, 
Buttner,  Cazin,  Rico  Cejudo,  Choultse,  Duverger,  Ernst, 
Frere,  Gerard,  Hamon,  Herpfer,  Hubner,  Huguet, 
Jacquet,  Laissement,  Lesrel,  Madrazo,  Moormans, 
Navonne,  Pecrus,  Perez,  Pinchart,  Richet,  Sadee, 
Toulemouche,  Tamborini,  etc. 


FREDERICK  THOM  GALLERIES 

194  Bloor  Street  West,  Toronto  5,  Canada 
(4  doors  west  of  Park  Plaza  Hotel) 

Telephone:  Area  Code  416-921-3522 


When  in  Montreal 
Visit:  Dominion  Gallery 

The  DOMINION  GALLERY  with  Rodin's  "Burgher  of  Calais"  and  Moore's 
"Woman  1957-58"  in  front  of  its  buildings  has  17  Galleries  on  4  floors. 

Aristide  Maillol 
"Baigneuse  Renoir" 
Bronze,  7|"x3|"x5i" 

PAINTERS  REPRESENTED: 
AIZPIRI  HUSZAR 


BORDUAS 

BOSBOOM 

BOUDIN 

BRIANCHON 

CAFFI 

CALS 

CAMERON 
"CAMPIGLI 

•CARR 
"CASSINARI 

DUFRESNE 

DUFY 
•EDZARD 

FANTIN-LAT. 

FEININGER 

FOUJITA 
•GOMERY 

HARPIGNIES 

HITCHENS 


ISRAELS 
•KRIEGHOFF 
LAVERY 
LEPINE 

■♦MAHDY 
MANE-KATZ 
MARCHAND 
MARLOW 
MARTIN-FER 

"MATHIEU 
♦MORRICE 
NOEL 

♦♦OUDOT 
♦RIOPELLE 
TERECHKOV. 
THARRATS 

**VILALLONGA 
WAROQUIER 
and  others 


SCULPTORS  REPRESENTED: 


ARCHIPENKO 
•*ARP 
'♦BARELIER 

•CESAR 

•CHADWICK 


**ETROG 
♦♦FAZZINI 

GARGALLO 
"GRECO 
•KENNEDY 


'MAILLOL 

MANZU 
•MARINI 

MEUNIER 
♦MINGUZZI 
•MIRKO 
'MOORE 


"more  than  ten  works 


♦♦NEGRI 
♦PAOLOZZI 
♦♦RODIN 
♦♦ROUSSIL 
♦♦SCHLEEH 

ZADKINE 

and  others 

"more  than  five  works 


Over  175 
Canadian  Artists 
19th  and  20th  Century 

Old  Masters 
Great  European  Artists  j 


CANADA'S  LARGEST  SELECTION 
OF  FINE  PAINTINGS  AND  SCULPTURE 
IN  CANADA'S  LARGEST  ART-DEALER  GALLERY 
1438  Sherbrooke  West  .  Montreal 


The  Connoisseur 


is 


published 
thly 


mon 


Price  15/- 

SUBSCRIPTION  RATES  IN  BRITAIN 
a  year  including  postage 

IN  U.S.A. 

$22.00  for  12  issues 
$40.00  for  24  issues 
S55.00  for  36  issues 

The  12  issues  include  the  Antique  Dealers'  Fair  Number 

Subscriptions  to 

in  U.K.  The  Subscription  Department,  The  National  Magazine 
Co.  Ltd.,  22  Armoury  Way,  London,  SW18 

in  U.S.A.  The  Connoisseur,  250  West  55th  Street,  New  York, 
N.Y. 10019 


The  Connoisseur,  April.  1970 
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CHRISTIE  S  IN  GENEVA 


Will  Offer  At  Auction  at  The  Hotel  Richemond  on 
Thursday,  April  23rd  at  3  p.m. 

MAGNIFICENT  JEWELS 


Highly  important  diamond  bracelet,  by  van  Cleef  and  Arpels.  Highly  important  diamond  ring,  set  with  a  round 
diamond,  13  01  ct.  Highly  important  diamond  ring,  set  with  round  diamond,  by  Harry  Winston,  19-47  ct 
Diamond  flower  cluster  brooch. 


All  sales  subject  to  the  conditions  printed  in  the  catalogue 


Illustrated  catalogue  may  be  obtained  from  our  London  Headquarters, 
price  £2  l()s.  0d.,  or  from  our  New  York  Office,  price  $6. 


CHRISTIE'S  IN  GENEVA 

Will  Offer  At  Auction  At  The  Hotel  Richemond  on 
Wednesday,  April  22nd  at 
10.30  a.m.  and  3.00  p.m. 


FINE  CONTINENTAL  PORCELAIN,  FAIENCE  AND  MAIOLICA 


Rare  early  Meissen  wine  barrel,  blue  caduceus  and  crossed  swords  marks,  Rare  Mennecy  triple  spice  box,  1\  in.  wide. 

1\  in.  wide. 


All  sales  subject  to  the  conditions  printed  in  the  catalogue 


Illustrated  catalogue  may  be  obtained  from  our  London  Headquarters, 
price  £2  10s.  0d.,  or  from  our  New  York  Office,  price  $6. 


CHRISTIE'S  IN  GENEVA 

Will  Offer  At  Auction  at  The  Hotel  Richemond  on 
Friday,  April  24th  at  2.30  p.m. 

FINE  SWISS  PAINTINGS,  DRAWINGS  AND 
SCULPTURE  OF  THE  18th,  19th  and  20th  CENTURIES 

Including  works  by  Agasse,  ToepfTer,  Fiissli,  Buchser,  Ziind,  Anker,  Vallotton,  Segantini,  Hodler,  Giacometti. 

Amiet,  Klee,  Le  Corbusier,  Itten,  Varlin  and  others 


Young  woman  dreaming  at  Window,  hy  Johann  Heinrich  Fiissli,  28  in 


by  352  in- 


All  sales  subject  to  the  conditions  printed  in  the  catalogues 


Illustrated  catalogue  may  be  obtained  from  our  London  Headquarters, 
price  £2  10s.  Od.  or  from  our  New  York  Office,  price  $6. 


CHRISTIE'S 

Will  Offer  At  Auction  on  Tuesday,  April  14th 

IMPRESSIONIST  AND  MODERN  DRAWINGS 
PAINTINGS  AND  SCULPTURE 

The  property  of  LORD  BLACKFORD,  C.B.E.,  D.S.O.,  YUL  BRYNNER,  Esq.,  and  others. 


La  rue  Pavoisee  (le  quatorze  Juillet)  b>  Raoul  Duly,  21 J  in.  by  18  in. 


Including  works  by:  J.  Balthus,  P.  Bonnard,  E.  Boudin,  G.  Braque,  P.  Cezanne,  G.  de 
Chirico,  J.  B.  C.  Corot,  P.  Delvaux,  A.  Derain,  K.  van  Dongen,  H.  Fantin-Latour, 
R.  Magritte,  H.  Matisse,  J.  Miro,  A.  Modigliani,  P.  Picasso,  P.  A.  Renoir,  A.  Rodin. 
M.  Utrillo,  V.  van  Gogh,  and  others. 

AH  sales  subject  to  the  conditions  printed  in  the  catalogue 


Illustrated  catalogue  (82  plates,  including  17  in  colour)  may  be  obtained  from  our  London 
Headquarters,  price  £1  12s.  6d.  post  paid,  or  from  our  New  York  Office,  price  $4.50  post  paid. 


CHRISTIE'S 

Forthcoming  Sales — April  1970 

All  Sales  subject  to  the  Conditions  printed  in  the  Catalogues 
Those  sending  Commissions  or  making  enquiries  should  refer  to  the  sale  code  name 
which  is  in  brackets  after  each  sale. 


Thursday  2nd,  English  and  Continental  Furniture,  Objects  of 
\rt,  Eastern  Rugs  and  Carpets.  (Bull) 

Thursday  2nd,  "End  of  Bin"  Sale  of  Wines,  Spirits  and 
Cigars.  (Maro) 

Friday  3rd,  Pictures  and  Drawings  c.  1800-c.  1900.  (Mary) 

Monday  6th,  English  and  Continental  Pottery  and  Porcelain. 
(Naples) 

Tuesday  7th,  Important  Old  Master  Drawings.  (Graham) 

Tuesday  7th,  at  10.30  a.m.,  Fine  Japanese  Inro,  Ivories, 
Screens,  Dolls  and  other  Works  of  Art.  (Copper) 

Wednesday  8th,  Old  English  Silver.  (Pantin) 

Thursday  9th,  English  and  Continental  Furniture,  Objects  of 
Art,  Eastern  Rugs  and  Carpets.  (Horse) 

Thursday  9th,  Claret  and  White  Bordeaux.  (Porcius) 

Friday  10th,  Important  Pictures  by  Old  Masters.  (Betty) 

Monday  13th,  Fine  English  Porcelain.  (Wall) 

Tuesday  14th,  Important  Egyptian  Antiquities.  (Karnak) 

Tuesday  14th,  Impressionist  and  Modern  Drawings,  Paintings 
and  Sculpture.  (Belinda) 

Wednesday  15th,  Fine  Jewels.  (Jasper) 

Wednesday  15th,  Sealed  Wine  Bottles  and  English  and 
Continental  Glass.  (Seal) 

Thursday  16th,  Fine  English  Furniture,  Objects  of  Art,  Clocks, 
Eastern  Rugs  and  Carpets.  (Donkey) 

Thursday  16th,  at  11  a.m.  and  2.30  p.m.  Sale  of  the  Entire 
Cellar  Stock  of  Chateau  Tronquoy-Lalande,  Vintages 
1955  1966,  and  other  Wines  Lying  Overseas.  (Galen) 


Friday  17th,  Impressionist  and  Modern  Drawings,  Paintings 
and  Sculpture.  (Emma) 

Monday  20th,  Snuffbottles  and  Hardstone  Carvings.  (Snuff) 

Tuesday  21st,  English  and  Topographical  Prints,  Old  Master 
and  Modern  Prints.  (Gerald) 

Tuesday  21st,  English  and  Foreign  Coins,  Orders  and 
Decorations.  (Pinetree) 

Wednesday  22nd,  Old  English  Silver.  (Quantock) 

Wednesday  22nd,  Valuable  Printed  Books  and  a  few 
Manuscripts.  (Nairn) 

Thursday  23rd,  Fine  French  and  other  Continental  Furniture, 
Objects  of  Art  and  Tapestries.  (Mule) 

Thursday  23rd,  Fine  Wines  Mainly  From  Private  Cellars. 
(Columella) 

Friday  24th,  at  10.30  a.m.,  Fine  Pictures  by  Old  Masters. 
(Clarissa) 

Monday  27th,  The  Joyce  Collection  of  Victorian  Staffordshire 
Portrait  Figures  (Part  4)  and  19th  Century  English  Pottery. 
(Rush) 

Tuesday  28th,  Miniatures  and  Objects  of  Vertu.  (Kiwi) 

Tuesday  28th,  English  Drawings  and  Watercolours.  (Harold) 

Wednesday  29th,  Oriental  Miniatures  and  Manuscripts 
Including  Nizami's  Khamsa  Dated  at  Baghdad  1386  1388. 
(Elgin) 

Thursday  30th,  English  and  Continental  Furniture,  Objects  of 
Art,  Eastern  Rugs  and  Carpets.  (Leopard) 

Thursday  30th,  Hock,  Burgundy  and  Champagne  (Muteau) 


MAY 

Friday  1st,  Pictures  by  Old  Masters.  (Carol) 

Monday  4th,  Fine  Chinese  Export  Porcelain,  Early  Chinese 

Ceramics  and  Works  of  Art.  (Jaune) 

Tuesday  5th.  English  and  Continental  W  atches  and 

Mathematical  Instruments.  (Hickory) 

Wednesday  6th,  Fine  Jewels.  (Serpentine) 

Thursday  7th,  Fine  English  Furniture  and  Objects  of  Art. 
(Gnu) 

Thursday  7th,  "End  of  Bin"  Sale  of  W  ines,  Spirits  and 
Cigars.  (Gladstone) 

Friday  8th,  Pictures  and  Drawings  c.  1800-c.  1900.  (Diana) 

SALES  OVERSEAS 

IN  THE  UNITED  STATES  OF  AMERK  \ 

At  The  Warwick  Hotel,  Houston,  Texas. 
Monday.  April  6th  at  8  p.m. 

Impressionist.  American  and  Modern  Paintings  and 

W  atercolours,  and  a  Group  of  Dorothy  Doughty  Birds.  (Texas) 


IN  SWITZERLAND 

At  The  Hotel  Richemond,  Geneva. 

Wednesday,  April  22nd  at  10.30  a.m.  and  3  p.m. 

Fine  Continental  Porcelain,  Faience  and  Maiolica.  (Vaud) 

Thursday,  April  23rd  at  3  p.m. 

Magnificent  Jewels.  (Regent) 

Friday,  April  24th  at  2.30  p.m. 

Fine  Swiss  Paintings,  Drawings  and  Sculpture  from  the  18th, 
19th  and  20th  Centuries.  (Helvetia) 

IN  CANADA 

with  Montreal  Book  Auctions 

At  The  Ritz  Carlton  Hotel,  Montreal 

Wednesday,  April  22nd  at  8  p.m.  and  Thursday,  April  23rd  at 
10  a.m.  and  2  p.m. 

Rare  books,  manuscripts,  prints,  drawings  and  watercolours. 
At  the  Hotel  Chateau  Laurier,  Ottawa 
Wednesday,  April  29th  at  9  p.m. 

Important  19th  and  20th  Century  paintings  and  watercolours, 
including  drawings  and  sketches  of  particular  Ottawa  interest, 
and  two  sculptures. 


JOHN  RICHARDSON 
Telephone:  Rhine  lander  4-4017 


Our  Representatives  in  New  York: 
JERRY  E.  PATTERSON 

867  Madison  Avenue,  New  York,  N.  Y.  10021 
Telex:  New  York  620721 


The  Hon.  CHARLES  ALLSOPP 
Cables:  Chriswoods,  New  York 


Telephone:  01-839  9060 


8  King  Street,  St.  James's,  London  S.W.I 

Telex:  916429  Telegrams:  Christian,  London  S.W.I 


University  Hospital  Antiques  Show 

PHILADELPHIA,  PENNSYLVANIA 


EXHIBITORS 


Jatnes  Abbe,  Jr. 
Anderson's  Antiques  . 
The  Antique  Company  of  New  York,  Inc. 
The  Antique  Porcelain  Company  Ltd. 
William  M.  Baxter 
John  Bihler  &  Henry  Coger 
William  Blair,  Ltd. 
Philip  H.  Bradley 
Alfred  Bullard,  Inc. 
Robert  Burkhardt 
J.  E.  Caldwell  Co. 
Robert  Carlen,  Inc. 
Lillian  Blankley  Cogan 
Paul  W.  Cooley 
Ned  Delk  Antiques 
The  1807  House 
Cynthia  Fehr  Antiques 
The  Fifields 
Avis  &  Rockwell  Gardiner 
Good  &  Hutchinson  &  Associates 
Elinor  Gordon 
Greenwood  Book  Shop,  Inc. 
Mrs.  Greer 
Kenneth  Hammitt 
Hayestock  House 
Hobart  House 
Incurable  Collector,  Inc. 
Ardis  Leigh 
Litchfield's  Fine  Arts 
Samuel  L.  Lowe,  Jr. 
Louis  Lyons 
Florene  Maine 
Ralph  M.  Meyer 
Howard  S.  Mott 
Fred  B.  Nadler 
Neville  .Antique  Shop 

Jack  Partridge 
The  Pig  and  Saddle 

Israel  Sack,  Inc. 
H.  &  R.  Sandor,  Inc. 
Herbert  F.  Schiffer 
Matthew  &  Elisabeth  Sharpe 
Robert  Avery  Smith 
Kenneth  E.  Snow  &  Sons 

Spencer  &  Judd 
The  Sporting  Gallery,  Inc. 
Stair  &  Company 
Leon  F.  S.  Stark 
David  Stockwell,  Inc. 
Elizabeth  S.  Stokes 
J.  J.  Thompson 
John  C.  R.  Tompkins 
R.  T.  'Frump  &  Co. 
Thomas  &  Constance  Williams 
Jane  Wilson 

Manager,  J.  GRESHAM  WILSON 


April  21  through  25, 1970 

Tuesday  through  Friday:  12  noon-10  p.m. 
Saturday:  10  a.m.-3  p.m. 

10  3rd    ENGINEERS  ARMORY 
Lancaster  Avenue  at  33rd  Street 
(three  blocks  from  30th  Street  Station) 
P  H  I  L  A  D  ELPHI  A,    PENNSYLV  A  N  I  A 

Admission  $2.50 

./  Benefit  for  the  Hospital  of  the  University  of  Pennsylvania 

Preview  Reception 

MONDAY,  APRIL  20,  5:30-9:30  P.M. 

Refreshments,  dinner  and  parking  service,  $50.00 
Make  checks  payable  to:  Board  of  Women  Visitors  and  mail  to: 
Mrs.  Cletus  W .  Schwcgman,  1000  Centennial  Road, 
Penn  Valley,  Narbcrth,  Pa.  19072 

Illustrated  Lecture 

WEDNESDAY,  APRIL  22  at  10:30  A.M. 

"Our  Architectural  Treasures — A  Continuing  Commitment". 
Mr.  James  Biddle,  President  of  the  National  Trust  for  Historic 

Preservation,  Washington,  D.C. 
at  the  Activities  Center  of  Drexcl  Institute,  3210  Chestnut  Street 
(corner  32nd  Street). 
$5.00  (including  bus  transportation  and  admission  to  Show) 

Gallery  Tours 

THURSDAY,  APRIL  23  and  FRIDAY  APRIL  24 
at  10:30  A.M. 

Guided  tours  of  the  Shoiv  in  small  groups. 

Reservations  necessary. 
$5.00  (including  admission  to  Shoiv) 

Old  Philadelphia  House  Tours 

THURSDAY,  APRIL  23  and  FRIDAY,  APRIL  24 
at  10  A.M. 

Visit  the  houses  of  Mr.  Henry  P.  Mcllhcnny, 
Mr.  and  Mrs.  George  Brooke  Roberts,  Mrs.  Nancy  B.  Grace, 
and  Mrs.  Herbert  C.  Morris. 
Private  bus  with  trained  guides.  Advance  reservations  required. 
$7.50  (including  admission  to  Show) 

Supper  at  the  Show 

THURSDAY,  APRIL  23,  5:30-9:30  P.M. 

In  addition  to  their  regular  exhibits,  the  dealers  will  begin 
a  special  sale  of  country  furniture. 
$10.00  (includes  dinner  and  admission  to  Show) 

Luncheon:  Noon  to  2  p.m.  daily,  by  reservation,  $4.00 
Eagle  Coffer  House:  Noon  to  9:30  p.m.,  Thursday  to  5  p.m. only. 

CA  TALOG  UE<  B y  mail  $2.50 

For  reservations  and  tickets: 

Please  make  checks  payable  to 

The  University  Hosimtae  Antiques  Show 
1000  Centennial  Road,  Narberth,  Pennsylvania  19072 

For  further  information  telephones  (area  eodc  C15)  Ca  4-J19C0;  TV  7-1100;  Ml  G-1G00 


J.  N.  BARTFIELD  GALLERIES 

45  West  57tk  Street  (  second  floor)  •  New  York,  N.  Y.  10019  •  (212)  PL  3-1830 


SOTHEBY'S 

WEDNESDAY,  15th  APRIL 

IMPRESSIONIST 
AND  MODERN 
PAINTINGS  AND 
SCULPTURE 

the  property  of 

C.G.H.  Millis,  D.S.O..  O.B.E.,  M.C., 
Mrs.  Geoffrey  Bennet  of  New  York, 
Rene  McColl,  Esq., 

Arthur  Koestler,  Esq.,  and  other  owners 

Illustrated  Catalogue 


Jean-Francois  Millet,  Portrait  de  Jeunne  Femme.  Signed,  1845,  32  by  2b\  inches 


Eugene  Boudin  Le  Marais  de  Deauville.  Signed  and  dated.  Deauville.  17  Octobre  '96.  21  £  by  35j  inches 


The  Connoisseur,  April,  1970 
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SOTHEBY'S 


SOTHEBY'  S 

TUESDAY,  14th  APRIL 

FINE  CHINESE  CERAMICS  AND 
WORKS  OF  ART 

the  property  of  the  late  Margaret,  Countess  of  Suffolk  and  Berkshire 

Aage  Backhaus,  Esq.,  Baron  Nicolas  Nagel,  Gordon  G.  Guiberson  Esq.  and  other  owners 


SOTHEB\  S 

THURSDAY,  14th  MAY 

rOPOGRAPHICAL   PAINTINGS,  DRAWINGS 

AND  PRINTS  AND  AFRICANA 


the  property  of  Major  K.  R.  Thomas,  J. P.,  Rex  de  C.  NanKivell,  Esq.,  C.M.G., 

The  Cooper-Mullen  English  Trust,  and  other  owners 

Illustrated  Catalogue 


Jervis  McEntree  A  Landscape  in  the  Shawangunk  Mountains  Johann  Mauritz  Rugendas  Popular  Rejoicings  outside  Lima 

450  by  750  mm  signed  and  dated  1843.  500  by  715  mm 
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SOTHEBY'S  of  LONDON  s.r.1 


Via  Leone  x  4.  Florence,  Italy 

MONDAY.  20th  APRIL  at  5  pm 

ENGRAVINGS  AND 
ETCHINGS 

the  property  of  His  Royal  Highness  Prince 
Paul  of  Yugoslavia  and  a  Roman  Nobleman 

MONDAY,  20th  APRIL  at  9.30  pm 

OLD  MASTER 
PAINTINGS 

TUESDAY.  21  st  APRIL  and  following 
day  at  9.30  pm 

THE  CONTENTS  OF 
VILLA'ILCAGNOLETTO 
FORTE  DI  MARMI 

Sold  by  order  of  the  owner 


A  Louis  XV  tulipwood  bonheu-du-jour.  90  cm  high 


A  mid-eighteenth  century  Venetian  painted  commode 

To  be  sold  and  viewed  at  Palazzo  Capponi.  Gino  Capponi.  26.  Florence 
On  view  from  14th  April 


SOTHEBY'S 


(Affiliated  Company:  Parke-Bernet  Galleries  Inc.) 


LONDON 

Sotheby  &  Co. 
34/35  New  Bond  Street. 
London.  W1A  2AA 
Telephoned -493  8080 
7"e/ex:London  24454 
Telegrams. Abinitio.  London 

SCOTLAND 

Duncan  McLaren 
19  Castle  Street.  Edinburgh  2 
Telephoned  -226  5438 

NEW  YORK 

Parke-Bernet  Galleries  Inc. 
980  Madison  Avenue.  New  York 
10021  Telephoned  2-879-8300 
7e/ex:New  York  222643 
Telegrams:Parkga\.  New  York 
Sotheby's  of  London  Ltd 
980  Madison  Avenue.  New  York 
10021  Telephone:!:  2-758-2891 
Telegrams: Abinitio.  New  York 

CALIFORNIA 

Sotheby's  of  London  Ltd 

The  Executive  Life  Building.  Suite  904 

9777  Wiltshire  Boulevard 

Beverly  Hills.  California  90210 

Telephoned  3-274-7329 

7"e/ex:6771  20 

FRANCE 

Representative  for 
Sotheby  &  Co. 
&  Parke-Bernet  Galleries  Inc. 
Valentin  Abdy  8  Rue  de  Duras, 
Paris  8e 

Telephone:An\ou  2599 

GERMANY 

Representative  for 
Sotheby  &  Co. 
&  Parke-Bernet  Galleries  Inc. 
Valentin  Abdy 

Galerie  Strasse  6a.  Munich  22 
7"e/ep/?one:292252 

AUSTRALIA 

Sotheby  &  Co.  (Australia)  Pty.  Ltd 
73  Harcourt  Street.  Hawthorne  East 
Victoria  3123 
Australia 

7"e/ep/?one:82-1003 
CANADA 

Sotheby  &  Co.  (Canada)  Ltd 
Suite  2230.  P.O.  Box  305. 
Royal  Trust  Tower 
Toronto  Dominion  Centre 
Toronto  1 .  Ontario 

ITALY 

Representative  for 
Sotheby  &  Co. 
&■  Parke-Bernet  Galleries  Inc. 
A.  Chesne  Dauphine 
Via  Leone  X4.  Florence  50129 
7e/ep/70/7e:474.925 

LEBANON 

Representative  for 
Sotheby  &  Co. 
&  Parke-Bernet  Galleries  Inc. 
Mounir  Atallah.  P.O.  Box  7095.  Beirut 
7e/ep/?one:2571  50  and  257970 
re/egrams.Auctionart.  Beirut 

SOUTH  AFRICA 

Representative  fo' 
Sotheby  &  Co. 
&  Parke-Bernet  Galleries  Inc. 
R.  H.  Cassirer 

P.O.  Box  31010.  Braamfontein 
Johannesburg.  South  Africa 
re/ep/)one.Johannesburg  724-5967 

SWITZERLAND 

Representative  for 
Sotheby  &  Co. 
&  Parke-Bernet  Galleries  Inc. 
Dr.  J.  C.  Wille  in  partnership  with 
Alfred  Schwartzenbach.  18  Bleicherweg. 
8002  Zurich 

Telephone: WO  41  51)  250011 


Will  hold  the  following  sales  in 
April,  each  sale  beginning 
at  11  am  unless  otherwise 
stated. 

On  view  at  least  two  days  prior. 
All  catalogues  post  free 

Thursday.  2nd  April,  at  2.30  pm 
Eighteenth  and  Nineteenth 
Century  Drawings 

Cat.  1s.  (5 p.) 

Friday,  3rd  April 

English  and  Continental 

Furniture,  Clocks,  Rugs  and 

Carpets 

Cat.  Is.  {5 p.) 

Monday,  6th  April,  and  the 
following  day 

Printed  Books,  Autograph 
Letters  and  Historical 
Documents 

Cat.  3s.  (15 p.) 

Monday,  6th  April 

English  and  Continental  Glass 

///.  Cat.  3s.  (15 p.) 

Monday,  6th  April 

An  Important  Collection  of 

Russian  Works  of  Art 

///.  Cat.  5s.  (25p.) 

Monday,  6th  April 
Decorative  Japanese  Art 

Tuesday.  7th  April 
Wedgwood  Portrait 
Medallions  and  English 
Pottery 

///.  Cat.  5s.  (25p.) 

Tuesday.  7th  April 
Medieval  Works  of  Art, 
Gothic  and  Later  Sculpture 
and  Renaissance  Works  of  Art 

///.  Cat. 

Wednesday,  8th  April 
Old  Master  Paintings 

///.  Cat.  12s.  (60p.) 

Wednesday,  8th  April 
Important  Old  Master 
Engravings,  Etchings  and 
Woodcuts 

///.  Cat. 

Thursday,  9th  April 

English  and  Foreign  Silver 

and  Plate 

Cat.  Is.  (5p.) 

Thursday,  9th  April,  at  2.30  pm 
Old  Master  Drawings 

///.  Cat.  7s.  (5p.) 


Friday.  1 0th  April 
English  and  Continental 
Furniture,  Rugs  and  Carpets 

Cat.  1s.  (5p.) 

Monday.  1  3th  April 

Fine  Modern  French  and 

German  Illustrated  Books  and 

Bindings 

///.  Cat. 


Monday,  1  3th  April 

Antique  and  Modern  Firearms, 

Militaria,  Armour  and  Swords 


Tuesday,  1 4th  April 
Printed  Books 


Tuesday,  1 4th  April 

Fine  Chinese  Ceramics  and 

Works  of  Art 

///.  Cat. 


Wednesday,  1  5th  April 
Impressionist  and  Modern, 
Paintings,  Drawings  and 
Sculpture 

///.  Cat. 


Thursday.  1  6th  April 
English  and  Foreign  Silver 
and  Plate 


Thursday,  1  6th  April 
Important  Jewels 

///.  Cat. 

Thursday,  1  6th  April 
Impressionist  and  Modern 
Drawings,  Paintings  and 
Sculpture 

///.  Cat. 

Friday,  1  7th  April 
English  and  Continental 
Furniture,  Clocks,  Tapestries, 
Rugs  and  Carpets 

Monday,  20th  April 

Indian  Miniatures  from  17th 

to  19th  Century 

Monday,  20th  April 
Silhouettes,  English  and 
Continental  Miniatures  and 
Objects  of  Vertu 

Cat.  (4  plates)  3s.  (15p.) 


Tuesday.  21  st  April 
Printed  Books 


Tuesday.  21  st  April 
English  Porcelain 


Wednesday.  22nd  April 
Modern  British,  Drawings, 
Paintings  and  Sculpture 

///.  Cat. 

Wednesday.  22nd  April 

An  Important  Collection  of 

Greek  Coins 

///.  Cat. 


Thursday.  23rd  April 
English  and  Foreign  Silver 
and  Plate 

Friday,  24th  April 
English  and  Continental 
Furniture,  Clocks,  Rugs  and 
Carpets 

Monday.  27th  April 

Fine  Watches  and  Clocks 


Monday.  27th  April  and  the 
following  day 

Modern  First  Editions  and 
Presentation  Copies 

Monday.  27th  April,  at  2.30  pm 
Egyptian,  Western  Asiatic, 
Greek,  Etruscan  and  Roamna 
Antiques,  Islamic  Pottery  and 
Metalwork,  Indian  and  Tibetan 
Sculpture 
///.  Cat. 


Tuesday,  28th  April 

Fine  Worcester  Porcelain 

///.  Cat. 

Tuesday.  28th  April 

Fine  Japanese  Wood  and 

Ivory  Netsuke 

///.  Cat. 


Wednesday,  29th  April 
Eighteenth  and  Nineteenth 
Century  Paintings 

Thursday,  30th  April 
English  and  Foreign  Silver 
and  Plate 


Thursday.  30th  April 

Fine  English  Sporting  Prints 

Thursday,  30th  April 
Eighteenth  and  Nineteenth 
Century  Drawings 

Friday,  1  st  May 
English  and  Continental 
Furniture,  Tapestries,  Rugs 
and  Carpets 
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f  First  o 


its  kin 


The  most  up-to-date  rec 
of  world  art  sales  in  one 
complete  annual. 

The  first  Connoisseur  Art  Sail 
Annual  is  now  available. 

It  incorporates  the  last  comple 
season's  sales  of  all  the  leading  Brit 
American,  Continental  and  Asian 
auction  rooms.  More  than  17,000  oil | 
paintings,  pastels  and  gouaches  sold 
for  £100  ($240)  and  over  between 
September  1968  and  July  1969  are  li^ 
alphabetically  by  artists'  names. 

It's  so  easy-to-use,  with  its  mod) 
format,  details  of  dimensions, 
descriptions  of  pictures  and  with  all 
currencies  converted  to£s  and  $s. 
Graphs  from  theTimes-Sotheby  Indc 
are  included  to  show  long-term  price 
trends.  And  there  is  a  chapter  by 
Christopher  Wood  of  Christie's  whicl 
analyses  price  movements  and  sugge 
artists  to  watch  if  you  buy  lor 
investment. 

No-one  who  buys  paintings  can 
afford  to  be  without  the  1969  connois: 
art  sales  annual  -  the  most  extensn 
record  of  art  auction  sales  in  the  worli 
available  only  from  the  publishers  of' 
connoisseur  magazine. 

Write  today  for  a  descriptive  lea 
or  send  a  cheque  with  your  order. 

To:  THE  CONNOISSEUR, 
CHESTERGATE  HOUSE,  VAUXHAIT 
BRIDGE  ROAD.  LONDON  SW1. 

Price  (post  free):  £9.9.0  (U.S.  $23).  Aim 
price:  £12.6.0.  (U.S.  $29.50). 

Please  make  cheque  or  draft  payabli 

to  THE  CONNOISSEUR. 


Charles  II  Silver-Gilt  Tankard. 
Date:  London  1678. 

Maker's  Mark:  F.L.  with  bird  below  (Jackson's  p.  130) 
Weight:  29.15  oz. 

Height:  6  ins.  to  top  of  cover;  Diameter  at  base:  5^  ins. 


SHRUBSOLE  LTD  S.  J.  SHRUBSOLE  CORP 

1USEUM  STREET,  LONDON  WC1  01-405  2712          104  EAST  57th  STREET,  NEW  YORK  10022.  PLAZA  3-8920 

ir  of  the  British  Antique  Dealers'  Association  Member  of  the  National  Antique  and  Art  Dealers'  Association  of  America 
'nuie  from  the  British  Museum 
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SPINK 


Founded  1666 


hj  appnintmer.t 
It  Hit  Ma/e,<y  Tht  Qu«n 
Medalhsu 


Blanc-de-Chine  figure  of  Kwan  Yin  sitting  on  a  stylized 
rock  base,  on  her  left  is  a  column  with  the  Books  of  Law ; 
inscribed  in  a  square  on  the  back  "(made  by)  Hsu  Te  Li". 
Chinese,  18th  century.  Height:  10J  inches.  Width:  5 \  inches. 

EXHIBITION  OF  ENGLISH  WATERCOLOURS  AND  DRAWINGS 

Tuesday  28th  April  -  15th  May,  9.30-5.30  Mon-Fri,  10-1  Sats. 


By  appointment 
to  H  R  H.  The  Duke  oi  Ediniutfli 


SPINK  &  SON  LTD.,  KING  STREET  ST.  JAMES'S,  LONDON,  S.W.I.  TELEPHONE:  01-930  7888,  (24  Hours)  CABLES:  SPINK  LONDON,  S.W.I 

Permanent  Agent  in  Scotland:  Major  General  I.  A.  Robertson  c.B.,  m.b.e.,  Brackla  House,  Nairn,  Scotland 
Coins  Medals  &  Orders       Oriental  Art   •   European  Glass  &  Porcelain        Classical  Antiquities    •    English  Silver    •    English  Furniture   ■    English  Paintings  &  Drawing: 


jSome  European  tapestries  in  the 
Calouste  Gulbenkian  Collection 
n  Lisbon 


5L0RIA  NUNES  RISO  GUERREIRO 


WHEN,  with  his  customary  verve  and  strong  sense  of 
purpose,  Calouste  Gulbenkian  was  making  his  collection 
bf  tapestries  and  carpets  in  the  1920s  and  1930s,  the  expertise 
)f  Professor  Pope,  an  international  authority  on  Persian  art,  was 
>ne  of  those  who  was  of  some  assistance  to  the  collector.  A  letter 
o  Gulbenkian  from  Pope  written  in  193 1  declares  that  'the 
ixteenth-century  imperial  Tabriz  silk  carpet  (now  in  Lisbon)  is 
veil  worth  buying  .  .  .  You  are  the  only  person  in  the  world 
oday  who  can  make  a  proper  collection  of  carpets . . .  only  a  man 
>f  character,  taste  and  intelligence  can  make  a  real  collection.' 

The  group  of  tapestries  subsequently  acquired  by  Calouste 
julbenkian  for  his  collection  made  a  nucleus  of  remarkable  value 


due  to  the  quality  and  rarity  of  some  of  its  specimens.  Fine 
examples  from  Flemish,  Italian  and  French  workshops  arc  repre- 
sented in  this  ensemble  and  are  now  on  public  display  at  the 
Calouste  Gulbenkian  Museum  in  Lisbon. 

One  of  the  oldest  and  most  important  tapestries  in  the  Collec- 
tion comes  from  Flanders,  having  been  produced  by  the  Brussels 
Manufactory.  This  is  the  fifth  panel  (page  230,  colour)  in  a  set  of 
nine  tapestries  depicting  the  story  of  Vertumnus  and  Pomona.  It 
was  woven  in  wool,  silk  and  £old  in  the  mid-sixteenth  century 
for  the  Emperor  Charles  V  after  cartoons  ascribed  by  Crick- 
Kuntziger  to  Jan  Cornelisz  Vermcyen  (1500-1559),  painter  to 
Charles  V.1  The  tapestry  bears  the  Brussels  and  the  weaver's 


I.  'The  Ring  Dance.'  Ferrara  tapestry(  ?)  woven 
in  wool,  silk,  gold  and  silver,  from  a  set  of 
'Children  Playing',  after  cartoons  ascribed  to 
Giulio  Romano.  At  the  top  the  arms  of  Cardinal 
Ercole  Gonzaga  of  Mantua,  for  whom  it  was 
probably  made,  c.  1540.  Height  3  50  m., 
width  4-17  m.  Calouste  Gulbenkian  Collection. 
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Colour  Plate.  Vertumnus  approaches  Pomona  disguised  as  a  labourer  to  assist  the  goddess  in  the  fruit  harvest.  Brussels  tapestry  woven  in  wool, 
silk,  gold  and  silver.  Fifth  panel  of  the  set  'The  Story  of  Vertumnus  and  Pomona'  inspired  by  Ovid's  Metamorphoses  and  made  for  the  Emperor 
Charles  V.  On  the  edge  the  marks  of  Brussels  and  of  the  weaver,  the  latter  not  identified.  Mid-sixteenth  century.  Height  4-25  m.,  width  5  m.  Calouste 
Gulbenkian  Collection. 


marks;  the  latter  are  unidentified  but  have  been  associated  with 
the  name  of  Georges  Wezeler. 

The  set,  describing  the  story  of  Vertumnus  and  Pomona,  was 
first  woven  for  Charles  V  in  two  series.  One  of  these — to  which 
the  Gulbenkian  Collection  tapestry  belongs — was  formerly  part 
of  the  Vienna  Imperial  Collection  of  Tapestries  (Kaiscrliche 
Gobelinssammlung),  being  later  incorporated  in  the  Kunst- 
historisches  Museum  of  Vienna  (Inv.  No.  XX,  i  to  9),  from 
whom  the  panel  in  the  Gulbenkian  Collection  was  acquired. 
The  other  series,  of  which  only  six  panels  are  now  extant,  belongs 
to  the  Spanish  State  Collection.  After  Charles  V,  Phillip  II 
commissioned  from  the  Brussels  weaver  Willem  de  Pannemaker 


two  series  on  the  same  subject,  woven  in  wool,  silk  and  gold; 
these  are  now  incomplete.  Still  in  the  sixteenth  century,  another 
series  in  wool  and  silk  was  made  for  John  of  Austria,  being 
inherited  on  his  death  by  Phillip  II.2 

The  complete  set  depicts  the  love  story  of  Vertumnus  and 
Pomona  after  Ovid's  Metamorphoses  (Book  XIV,  verses  623  to 
771),  a  poetical  work  which,  for  its  beauty  and  fancifulness,  was 
an  inexhaustible  source  of  inspiration  for  many  artists  of  the 
sixteenth,  sevententh  and  eighteenth  centuries. 

The  nine  tapestries  in  the  set  describe  the  transformations 
which  Vertumnus,  the  god  of  the  seasons,  underwent  to  approach 
and  win  Pomona,  the  goddess  of  gardens  and  fruits;  with  some 


slight  variations,  they  follow  the  original  and  graceful  text  of 
the  Latin  poet.  In  his  attempts  to  come  near  Pomona,  Vertumnus 
disguises  himself  successively  as  harvest-gatherer,  hay-reaper, 
farmer,  pruner,  fruit-gatherer,  soldier,  fisherman  and  an  old 
woman,  reverting  finally  to  his  youthful  aspect,  at  which  stage 
he  wins  Pomona's  love.3 

In  the  Gulbcnkian  Collection  panel,  Vertumnus  approaches 
Pomona  to  help  the  goddess  gather  the  fruits.  Clad  in  a  lovely 
tunic,  with  blue,  reddish  and  golden  shades,  the  goddess  walks 


elegantly  and  gracefully  holding  with  one  hand  the  pruning 
hook,  one  of  her  insignia.  The  gods  are  under  a  pergola  supported 
by  music-making  fauns  and  caryatids.  In  the  background,  in  a 
splendid  perspective  we  sec  Pomona's  gardens  and  orchards, 
where  children  gather  and  carry  the  fruits.  The  composition  is 
completed  by  a  frame  of  regular  geometrical  decoration.  At  the 
four  corners,  within  cartouches,  are  medallions  with  heads 
crowned  with  garlands  of  fruits.  In  the  centre  of  the  frame 
borders  (sides  and  bottom),  inside  medallions,  mythological 


2.  'Fishing.'  Ferrara  tapestry  (?)  woven  in  wool,  silk,  gold  and  silver,  from  a  set  of  'Children  Playing',  after  cartoons  ascribed  to  Giulio  Romano.  At 
the  top  the  arms  of  Cardinal  Ercole  Gonzaga  of  Mantua,  for  whom  it  was  probably  made,  c.  1540.  Height  3-50  m.,  width  3-70  m.  Calouste 
Gulbenkian  Collection. 
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4.  'Bird  Catching.'  Beauvais  tapestry  woven  in  wool  and  silk  after  cartoons  by  Francois  Boucher.  Fourth  panel  of  the  'Noble  Pastoral'  set.  At  the  top 
the  arms  of  France  and  Navarre,  surmounted  by  a  royal  crown.  On  the  edge  the  marks  of  Beauvais  and  of  the  factory's  director,  Andre  Charle- 
magne Charron:  A.C.C.  Beauvais.  Signed  and  dated:  F.  Boucher.  1755.  Height  3-48  m.,  width  5-88  m.  Calouste  Gulbenkian  Collection. 


3.  'Jupiter  and  the  Grapes.'  Beauvais  tapestry  woven  in  wool  and  silk  after 
cartoons  by  Francois  Boucher.  Fourth  panel  in  the  set  of  'Loves  of  the 
Gods'  inspired  by  Ovid's  poetical  works.  At  the  top  the  arms  of  France  and 
Navarre,  having  above  them  the  royal  crown.  On  the  edge  the  marks  of 
Beauvais  and  of  the  factory's  director,  Andre  Charlemagne  Charron: 
A.C.C.  Beauvais.  Second  half  of  the  eighteenth  century.  Height  3-65  m., 
width  2-8o  m.  Calouste  Gulbenkian  Collection. 


scenes  arc  depicted.  At  the  top,  in  a  centrally-placed  cartouche,  a 
quotation  from  Ovid's  Metamorphoses,  LECTVRV  HIC  POMA 
PVTARES  is  to  be  seen.  This  panel  is  of  great  value  not  only 
because  of  the  rarity  of  the  existing  pieces  but  also  for  its  har- 
monious composition,  the  marvellous  technique  of  its  manufac- 
ture, the  richness  of  its  colours  and  of  the  materials  used. 

Also  of  the  sixteenth  century  is  the  ensemble  of  Italian 
tapestries.  These  consist  of  four  tapestries  and  two  fragments  of 
the  set  Giochi  di  Putti  (Children  Playing),  probably  made  in 
Ferrara  about  1540  in  the  workshops  of  Hans  or  Nicolas  Karcher, 
who  worked  as  master  tapestry  weavers  in  the  cities  of  Ferrara 
and  Mantua.  Probably  executed  after  cartoons  by  Giulio  Romano 
for  the  Giochi  di  Putti,4  these  pieces,  woven  111  wool,  silk,  gold 


and  silver  represent  the  following  scenes:  The  Barge  of  Venus, 
The  Ball  Game,  The  Ring  Dance  (No.  1)  and  Fishing  (No.  2). 
The  two  existing  fragments  belong  to  the  same  series  but  not 
to  the  same  piece. 

The  four  tapestries  in  the  Gulbenkian  Collection  display  at 
the  top  the  arms  of  Cardinal  Ercole  Gonzaga  of  Mantua,  for 
whom  it  is  thought  that  they  must  have  been  made.  We  know 
th.it  a  set  on  that  same  theme,  consisting  of  six  panels  and  woven 
in  silk,  gold  and  silver,  was  made  at  the  Ferrara  workshops  about 
1540  for  Cardinal  Frcole  Gonzaga  of  Mantua,  whose  arms  were 
to  be  seen  at  the  top,  ami  that  this  set  was  mentioned  111  the 
inventory  of  the  Gonzaga  family  for  1661-166S.  This  may  w  ell 
be  the  series  traced  at  Baron  Worms'  (which  was  included  111  tin 
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Cahen  d'Anvers  sale  on  4th  May,  1920)  and  which  was  acquired 
at  that  same  sale  by  Calouste  Gulbenkian.  If  this  assumption  is 
correct,  this  would  be  the  set  now  in  the  Gulbenkian  Collection. 
The  Poldi  Pezzoli  Museum  of  Milan  has  on  display  a  fragment 
of  the  central  part  of  .1  tapestry  possibly  belonging  to  the  same 
scries  as  the  pieces  in  the  Gulbenkian  Collection  and  which,  like 
the  latter,  has  the  Gonzaga  coat  of  arms  at  the  top. 

In  these  pieces  the  tapestry  did  not  lose  its  essential  character 
of  a  mural  decoration.  The  themes  dealt  with  unfold  in  the  very 
surroundings  of  Nature.  Under  branches  of  exuberant  foliage 
covered  with  the  most  varied  fruits,  groups  of  cupids  engage  in 
the  most  varied  diversions — games,  boating,  dancing,  angling, 


fruit-gathering  and  fruit-tasting;  the  movement  is  full  of  elegance 
and  naturalness.  The  absence  of  a  frame  gives  a  perfect  illusion 
of  spatial  continuity  enhanced  by  a  distant  background  of 
countryside,  seascapes  and  varied  dwellings.  This  magnificent 
ensemble,  remarkable  for  its  balanced  and  beautiful  composition, 
freshness  and  mildness  of  colour  and  excellent  technical  quality 
of  execution,  is  no  doubt  one  of  the  most  important  specimens 
of  Italian  sixteenth-century  art  in  the  Gulbenkian  Collection. 

From  the  royal  factory  of  Beauvais  the  Gulbenkian  Collection 
has  two  tapestries  made  in  the  second  half  of  the  eighteenth 
century  after  cartoons  by  Francois  Boucher.  These  are  Bird 
Catching,  from  the  set  Noble  Pastoral,  and  Jupiter  and  the  Grapes 


6.  Six-leaf  screen.  Savonnerie  factory,  after  cartoons  ascribed  to  Blain  de  Fontenay  and  Desportes.  Early  eighteenth  century.  Calouste  Gulbenkian 
Collection. 


from  the  set  Loves  of  the  Gods,  made  under  the  directions  of 
Andre  Charlemagne  Charron.  The  tapestry  Jupiter  and  the  Grapes 
(No.  3),  the  fourth  of  the  nine  that  constitute  the  set  Loves  of  the 
Gods  is  part  of  one  of  the  many  series  made  on  this  theme  in  the 
second  half  of  the  eighteenth  century. 

Inspired,  like  the  Vertumnus  and  Pomona  series,  by  Ovid's 
poetical  works,  this  set,  which  was  woven  several  times  at 
Bcauvais  between  1749  and  1772,  describes  the  love  life  of  the 
divinities  of  the  Olympus.  The  subjects  of  the  nine  tapestries  that 
form  it  arc:  (1)  Ariadne  and  Bacchus;  (2)  The  Rape  of  Proserpine; 
(3)  Neptune  and  Aminione;  (4)  Jupiter  and  the  Grapes;  (5)  Mars  and 
Venus;  (6)  Boreas  and  Orytliia;  (7)  The  Rape  of  Europa;  (8)  Vulcan 
and  Venus;  (9)  Apollo  and  Clithia. 

The  theme  Jupiter  and  the  Grapes  was  woven  on  several 
occasions  at  the  Bcauvais  Manufactory,  not  only  singly  but  also 
together  with  the  first  theme  of  the  set,  Ariadne  and  Bacchus. 
There  was  a  tapestry  depicting  this  double  subject  at  the  Budapest 


Presidency  of  the  Council.5  Thus,  single  tapestries  on  the  subject 
were  woven  in  1750  for  the  Infante  Don  Filipe,  in  1753  for 
M.  de  Semonville,  in  1764  for  Mine.  Rondclet,  in  1765  for  the 
King  of  Prussia,  in  1767  and  1769  for  M.  de  St.  Florentin;  ami 
in  1 771  the  King  commanded  one  to  be  made  for  the  'Controleur 
Gc'ne'ral'.6 

As  sometimes  occurred  in  many  productions  of  Francois 
Boucher,  this  tapestry  is  a  pyramidal  composition.  The  picture 
develops  around  a  female  figure  accompanied  by  a  group  of 
carefree  young  people  who  gaily  enjoy  the  pleasures  of  music. 
A  satyr-like  figure  holds  .1  basket  full  of  grapes  and  other  fruits. 
The  scene  is  in  the  open  air,  under  large  clusters  of  trees.  Statues, 
vases,  draperies,  sundry  fruits  and  other  decorative  elements 
complete  the  composition  in  a  scene  abounding  in  movement  ami 
colourfulness. 

The  personage  on  the  right,  who  has  the  appearance  of  a 
satyr,  may  be  Jupiter,  representee!  as  the  patron  god  of  the 
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vintage;  in  his  honour  were  celebrated  the  'Vinalia'  on  23rd  April 
and  20th  July,  the  god  being  entreated  to  vouchsafe  his  protection 
to  the  grape  harvest  (Ovid,  Fasti,  Book  IV,  verses  887-900). 

The  scene  is  bounded  by  a  frame-like  border.  Half-way  in  the 
upper  border  the  arms  of  France  and  Navarre,  surmounted  by 
the  royal  crown  and  the  collars  of  the  Orders  of  Saint-Michel 
and  Saint-Esprit,  are  displayed.  On  the  lower  edge  are  to  be 
found  the  marks  of  Beauvais  and  of  the  director  of  the  Factory, 
Andre  Charlemagne  Charron,  who  administered  it  from  1753 
to  1780. 

The  tapestry  Bird  Catching  (No.  4),  from  the  set  Noble  Pastoral, 
dates  from  1755  and  bears  the  signature  of  Francois  Boucher, 
having  been  woven  after  cartoons  made  by  him.  The  set,  which 
comprises  six  tapestries,  was  made  on  several  occasions  between 
1755  and  1778  on  the  Beauvais  looms,  the  subjects  being:  The 
Fountain  of  Love,  The  Flute  Player,  The  Fisherman,  Bird  Catching, 
The  Luncheon  and  The  Shepherdess.  The  fourth  panel  in  the  set, 
Bird  Catching,  was  woven  eleven  times.  In  1755,  when  the 
Gulbenkian  Collection  tapestry  was  executed,  it  was  made  for 
Mine,  de  la  Live  d'Epinay  together  with  the  first  and  second 
panel  of  the  set,  and  also  for  Mmc.  Douet,  with  tapestries 
Nos.  1,  3  and  5. 7 

The  subject  is  handled  with  Francois  Boucher's  typical  grace- 
fulness. Ruined  temples,  copses  and  elegant  female  figures  are 
distributed  in  a  pyramidal  composition.  On  the  right,  a  young 
man  watches  birds  being  caught  in  a  net.  The  other  personages 
amuse  themselves  feeding  the  imprisoned  birds,  caressing  them 
and  shutting  them  up  in  cages.  Like  the  preceding  piece,  this 
tapestry  has  a  frame-like  border  with  the  arms  of  France  and 
Navarre,  the  royal  crown  and  the  necklaces  of  the  Orders  of 
Saint-Michel  and  Saint-Esprit.  On  the  edge  are  the  marks  of 


Beauvais  and  Andre  Charlemagne  Charron.  This  piece  is  remark- 
able for  the  perspective  of  the  landscape,  the  spatial  depth  and 
the  immense  all-pervading  atmosphere;  also  worthy  of  mention 
is  the  splendid  composition  of  the  picture,  the  balanced  distribu- 
tion of  the  members  of  the  group  and  the  scenery  in  which  it 
is  placed. 

A  huge  variety  of  shades  is  resorted  to  in  the  execution  of  the 
two  last  pieces,  as  often  occurs  in  tapestries  of  that  period.  At 
that  time  the  tapestry  weaver  was  obliged  to  follow  faithfully  the 
model  provided  by  the  painter,  the  composition  in  broad  clear- 
cut  planes,  the  open  solid  colours,  being  substituted  by  the 
degradation  of  the  shades  that  purport  to  imitate  all  the  hues  in 
the  painting.  Thus  the  weaver  had  to  know  all  the  changes  to 
which  such  hues  might  be  subjected  in  the  course  of  time,  since 
part  of  his  craft  was  to  know  the  extent  to  which  colours  would 
fade  and  the  ensuing  effect  on  the  balance  of  the  piece. 

From  the  Aubusson  workshop  the  Gulbenkian  Collection  has 
a  graceful  set  of  Chinciseries  consisting  of  seven  pieces  woven 
in  wool  and  silk  after  compositions  by  Jean  Pillement  in  the 
mid-eighteenth  century. 

It  was  traditional  among  the  Aubusson  tapestry  weavers  to 
seek  inspiration  not  only  in  the  usual  cartoons  but  also  in  con- 
temporary engravings  which  they  interpreted  with  some  variants 
and  innovations.  The  internationally-known  specialist  Mile. 
Juliette  Niclausse  found  in  the  Bibliotheque  Nationale  of  Paris 
the  original  engravings  which  served  as  models  for  this  set,  with 
the  exception  of  a  single  engraving.  Of  these  engravings,  in  two 
series — Chinese  Games  and  Twelve  Fishermen  and  Hunters — signed 
by  Jean  Pillement,  seven  subjects  are  represented  in  the  Gulben- 
kian Collection.  To  the  first  of  the  aforesaid  series  belong  The 
Dancer  (No.  5)  and  The  Ropeivalkcrs.  Of  the  second  series  there 


exist  five  tapestries:  The  Birdcatcher,  Pheasant  Hunting,  Harpoon 
Fishing  (see  cover),  The  Unfortunate  Angler  and  Net  Fishing. 

This  group,  with  its  wealth  of  colour  and  its  fantastic  decora- 
tion suspended  in  space,  clearly  reveals  Jean  Pillement's  powerful 
imagination  and  love  of  the  exotic.  We  have  here  the  Chinese- 
inspired  imaginary  landscapes  with  unreal  architecture,  capricious 
flowers,  fantastic  animals  and  oriental  figures  in  a  felicitous,  gay 
and  light  combination  which  readily  delights  the  beholder's  eyes 
and  spirit.  Hunting,  fishing,  dancing  games,  rope-walking,  all 
this  is  depicted  in  flower  frames  and  ribbon  bows  which  impart 
greater  lightness  to  the  subjects,  as  if  the  sole  purpose  was  to 
produce  a  wealth  of  colour  ready  to  decorate  and  give  harmony 
and  light  to  the  room.  These  tapestries  have  no  border  frames 
since  they  were  intended  to  be  set  in  wooden  frames. 

The  colours  of  the  wools  and  silks  used  in  the  weaving  of  these 
pieces  have  held  remarkably  well,  though  they  have  lost  a  little 
of  their  brightness.  The  tints  used  produce  a  lovely  graduation  of 
shades  for  the  whole  composition  on  a  solid  saffron-yellow 
background.  The  weaver  skilfully  tried  to  lessen  the  monotony 


of  this  single-colour  background  by  means  of  small  openings 
scattered  in  the  weft  and  which  suggest  light  and  shadow,  pro- 
ducing a  certain  amount  of  vibration  in  the  monochrome  surface. 

From  the  Savonnerie  workshop  the  Gulbcnkian  Collection 
has  a  large  six-leaf  screen  (No.  6)  of  the  early  eighteenth  century, 
made  after  cartoons  ascribed  to  Blain  de  Fontenay  and  Desportes 
and  decorated  with  birds,  musical,  floral  and  pastoral  motifs. 

Tapestries  applied  on  seat  furniture  and  firescreens  complete 
this  section  of  textile  art.  These  tapestries,  from  the  factories 
of  Aubusson,  Beauvais  and  the  Gobelins,  depict  scenes 
from  La  Fontaine's  fables,  pastoral  and  floral  motifs  and  alle- 
gorical themes.  In  this  ensemble  we  would  especially  refer  to  a 
Gobelin  tapestry  signed  by  Nouzon,  with  floral  and  fruit  motifs 
framing  scenes  from  La  Fontaine's  Fables  (No.  7)  and  which 
covers  a  splendid  couch  of  the  time  of  the  French  Regcnce.  Also 
from  Gobelins  is  a  tapestry  which  decorates  a  'canape  a  confident' 
from  the  Chateau  Bcllevue.  It  has  floral  motifs  on  a  faded-rose 
damasked  background  (No.  8)  and  is  ascribed  to  Jacques 
Neilson. 
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New  light  on  large  Rockingham 

VcLSCS  ALWYN  and  ANGELA  COX 


POSSIBLY  the  most  curious  pieces  ever  to  leave  the  Rocking- 
ham Pottery  in  Swinton  were  the  Rhinoceros  and  Dragon 
vases,  both  of  which  were  of  unusually  large  proportions  and 
striking  design.  For  the  former  vases,  important  documentary 
evidence  has  recently  come  to  light  (in  September,  1968),  whilst 
the  latter,  which  until  now  were  known  only  from  a  sketch  and 
a  brief  description  made  by  Llewellynn  Jewitt,  the  19th-century 
writer  on  ceramics,  can  now  be  illustrated  and  described  in  detail 
following  the  discovery  of  one  of  these  vases. 

The  pattern  books  for  the  decorative  items  produced  in 
porcelain  at  the  Rockingham  Works  are  believed  no  longer  to 
exist.  For  this  reason  a  document  in  Sheffield  City  Libraries 


(Misc.  Doc.  1 82)  is  of  great  interest  on  account  of  several  sketches 
it  bears.  This  is  a  letter  (No.  1),  addressed  to  Thomas  Brameld, 
the  manager  of  the  Rockingham  Works,  and  dated  1826 — a  year 
which  was  to  prove  a  turning  point  in  the  Pottery's  fortunes. 
Since  the  letter  must  have  been  in  his  possession,  it  is  not  un- 
reasonable to  suppose  that  the  drawings  could  have  been  done 
by  Thomas  Brameld  himself,  preliminary  sketches  of  vases  and 
tea  wares  idly  but  skilfully  drawn  in  pencil. 

One  of  these  sketches  is  of  a  vase  (No.  2)  which  has  many 
characteristics  in  common  with  what  are  perhaps  the  most 
notable  pieces  ever  produced  at  this  Pottery — the  two  similar 
though  not  identical  Rhinoceros  vases,  which  must  surely  be 


1.  The  letter  written  by  George  Green  of  the  Don  Pottery,  Swinton,  addressed  to  Thomas  Brameld  of  the  Rockingham  Works,  on  which  appear 
sketches  of  two  vases  together  with  contemporary  tea  wares.  The  letter  is  dated  26th  September,  1826,  and  refers  to  the  impending  bankruptcy 
proceedings  against  the  Bramelds.  By  courtesy  of  the  Sheffield  City  Libraries. 
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2.  Detail  of  the  rustic  handled  vase  illustrated  in  No.  I.  Note  points  of 
similarity  with  the  Rhinoceros  vase  seen  in  the  colour  plate.  The  dimen- 
sions pencilled  beside  the  sketch  would  seem  to  indicate  an  intended 
height  of  3  feet  3  inches.  By  courtesy  of  the  Sheffield  City  Libraries. 


Colour  Plate.  The  Wentworth  Rhinoceros  vase,  polychrome  enamel 
painting  by  John  Wager  Brameld  depicting  a  scene  from  Cervantes' 
novel  Don  Quixote.  Height  3  feet  9  inches.  By  courtesy  of  the  Rotherham 
Municipal  Museum. 

amongst  the  most  incredible  pieces  of  ceramic  art  ever  produced 
in  England.  One  of  these  (see  colour  plate)  was  originally  in  the 
possession  of  Earl  Fitzwilliam  of  Wentworth  (1748-183 3),  the 
patron  of  the  Pottery,  from  whose  crest  the  factory  mark  was 
derived.  This  vase  is  now  in  the  Clifton  Park  Museum,  Rother- 
ham. The  other,  which  is  now  displayed  in  the  Victoria  and 
Albert  Museum,  has  a  somewhat  obscure  history  and  is  un- 
marked. For  the  purposes  of  this  article,  only  the  Wentworth  vase 
will  be  described  in  detail. 

It  seems  very  probable  that  one  of  the  sketches  on  the  letter 
represents  a  version  of  such  a  vase,  perhaps  a  prototype,  even 


before  it  was  decided  to  crown  the  finished  article  with  a 
rhinoceros.  The  general  shape  is  the  same,  the  knotted  rustic 
handles  are  there  and  the  lions  paw  feet;  although  the  vases 
themselves  have  three  feet,  not  four  as  shown  in  the  drawing. 
The  significance  of  the  measurements  given  beside  the  sketch  is 
not  altogether  clear,  but  they  indicate  that  the  design  was  for  a 
piece  of  the  same  large  proportions  as  the  existing  vases,  for  the 
Wentworth  example  is  three  feet  nine  inches  high,  whilst  that  in 
the  Victoria  and  Albert  Museum,  although  structurally  similar, 
is  seven  inches  smaller.  The  rhinoceros  does  not  appear  in  the 
drawing,  but  in  the  finished  piece  it  stands  on  a  mound  of  tiny 
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3.  Two  views  of  the  cover  of  the  Wentworth  vase  showing  the  elaborate 
decoration.  The  rhinoceros  and  oak  leaves  heavily  gilt;  botanical  paintings 
in  panels  reversed  on  a  blue  ground.  Note  the  painted  panels  on  the 
underside  of  the  cover  and  the  more  unusual  red  griffin  mark  of  the 
Pottery.  By  courtesy  of  the  Rotherham  Municipal  Museum. 


shreds  of  porcelain  (No.  3),  not  unlike  the  finial  in  the  sketch. 

All  these  characteristics  are  quite  distinctive  and  would  suggest 
a  connection  between  the  drawing  and  the  vases.  Moreover,  the 
letter  is  dated  September,  1826,  and  it  was  certainly  about  this 
time  that  the  Wentworth  vase  was  being  made  at  the  Pottery. 
The  date  1826,  together  with  the  red  griffin  mark1  of  the  Pottery, 
appears  inside  its  cover  (No.  3),  but  it  seems  hardly  likely  that  it 
was  made  in  the  early  months  of  that  year,  for  bankruptcy 
proceedings  against  Messrs.  Brameld  and  Co. — Thomas  and  his 
two  brothers — were  then  taking  place.  Earl  Fitzwilliam's  financial 
support  which  was  to  enable  them  to  continue  in  business,  was 
not  guaranteed  at  least  until  the  summer,  and  although  they 
would  no  doubt  have  been  experimenting  with  the  porcelain 
which  was  to  herald  their  new  lease  of  life,  it  is  unlikely  that 
such  a  major  and  ambitious  piece — in  fact  the  largest  item  in 
porcelain  ever  to  have  been  potted  in  one  piece  in  England  at  that 
time — would  have  been  attempted  with  much  success  during  the 
early  weeks  of  production.2  More  probably  it  was  produced 
after  the  Earl's  support  was  given  as  an  indication  to  him  of  the 
standards  of  which  they  were  capable  in  order  to  win  his 
contidence. 

A  local  writer,  Ebenezer  Rhodes,  who  recorded  a  visit  to  the 
Pottery  in  his  book  Excursions  in  Yorkshire,*  mentions  that  he  saw 
there  the  Wentworth  Rhinoceros  vase  soon  after  its  completion, 
and  evidence  in  the  work  itself  shows  that  his  visit  must  have 
been  made  after  the  middle  of  October,  and  probably  as  late  as 
December  of  1826.  There  is  therefore  no  reason  why  the  vase 
sketched  on  the  letter  addressed  to  Thomas  Brameld  should  not 
refer  to  an  experimental  piece  in  production  during  late  Septem- 
ber, perhaps  an  earlier  version  of  the  final  vase;  for  certainly  two 
are  known  to  have  been  made  and  the  first  attempts  at  such  an 
ambitious  piece  may  well  have  met  with  failure.  This  was 
perhaps  the  reason  for  the  slight  alterations  to  the  design  before 
it  finally  attained  the  form  in  which  we  now  know  it.  Certainly 
no  other  porcelain  vases  of  this  size  or  with  these  characteristics 
of  style  are  known  to  have  been  made  at  the  Rockingham  Works. 

The  intricate  scenes  on  the  body  of  the  Wentworth  vase 
(No.  4),  painted  by  one  of  Thomas  Brameld's  younger  brothers, 
John  Wager,4  are  from  the  adventures  of  Don  Quixote,  a 
popular  theme  with  the  Bramelds,  for  similar  scenes  appear 
transfer-printed  on  their  earthenware.  The  vase  in  the  Victoria 
and  Albert  Museum  is  decorated  with  flower  paintings  attributed 
to  Edwin  Steele.  It  is  difficult  to  suggest  a  reason  for  the  inclusion 
of  a  rhinoceros,  seemingly  the  most  unlikely  of  beasts  to  crown 
a  work  of  art.  Its  significance  seemed  very  clear  to  certain  late 
19th  and  early  20th-century  writers  who  found  nothing  to 
admire  in  the  vase.5  Nonetheless,  in  its  own  day  it  was  acclaimed 
as  a  wonder,  the  epitome  of  the  potter's  skill,  and  in  the  best  of 
taste,  as  is  well  shown  in  the  writings  of  Ebenezer  Rhodes.  The 
local  newspapers  of  the  time  unfortunately  do  no  more  than 
quote  Rhodes  on  the  vase  and  so  give  no  further  insight  into  the 
reasons  for  the  rhinoceros  finial,  or  any  other  information. 

The  Wentworth  vase  has  everything  one  might  expect  in  a 
show-piece.  The  painting  is  meticulous,  both  in  the  finely 
detailed  landscapes  on  the  body  and  in  the  botanically  accurate 
flowers  on  the  cover  and  foot,  but  such  is  the  care  for  finish  that 


virtually  invisible  sections  beneath  the  cover  are  filled  with 
painted  scenes  (No.  3).  Further  attention  to  detail  is  shown  in  the 
intricate  and  skilfully  executed  gilding,  whilst  the  neck  of  the 
vase,  suitably  pierced  for  a  pot-pourri  container,  is  made  in 
imitation  of  a  honeycomb,  over  which  crawl  perfectly  modelled 
bees.  When  one  remembers  that  this  piece  was  made  at  a 
time  of  crisis  for  the  Bramelds,  and  a  time  too  when  they  had 
only  just  begun  to  manufacture  porcelain  commercially,  the 
Rhinoceros  vases  must  be  wondered  at  if  not  admired. 

Rhodes  was  warm  in  his  praise  of  the  very  high  quality  of  the 
goods  being  produced  at  the  Pottery  in  1826,  stating  that,  'In 
fact,  the  tea,  table  and  dessert  wares  manufactured  at  this  place 
are  not  surpassed  in  quality,  design  and  execution  in  any  part  of 
the  kingdom.'  It  would  seem  that  even  in  the  first  year  of 
porcelain  production,  the  standard  of  excellence  reached  was 
quite  outstanding.  The  vases  are  proof  of  this,  and  would  indeed 
seem  to  represent  an  attempt  by  the  Bramelds  to  prove  their 
abilities  in  a  striking  manner.  Apart  from  the  potting  skill 
required  to  produce  a  vase  of  such  dimensions,  it  embodies  many 
of  the  different  styles  of  decoration  to  be  found  on  their  wares 
throughout  the  period  of  porcelain  production. 

On  the  same  letter  appear  sketches  for  tea  wares6  and  a  further 
vase,  the  body  of  which  is  almost  identical  to  the  Empire  style 
vases7  made  at  Swinton.  Seen  side  by  side,  the  two  sketches  may 
well  represent  two  possible  designs  for  a  large  vase — the  one 
classical,  the  other  neo-rococo  in  most  of  its  details.  It  may  well 
be  that  although  the  neo-rococo  version  was  the  one  developed 
and  ultimately  produced,  some  features  from  the  classical  vase 
were  incorporated.  It  is  possible,  for  example,  that  part  of  the 
cover  of  the  classical  version  represented  in  the  drawing  by 
hatching  became  the  honeycomb  neck  of  the  Rhinoceros  vase. 
Several  Rockingham  Empire-style  vases  are  known,  but  none 
has  a  cover. 

The  letter  on  which  all  these  sketches  appear  was  written  by 
George  Green,  proprietor  of  the  rival  Don  Pottery  also  in 
Swinton ;  and  although  its  content  is  irrelevant  to  this  article  it  is 
worth  noting  the  splendid  irony  of  the  situation:  the  drawings 
for  the  Rhinoceros  vases,  this  most  ambitious  of  adventures,  are 
executed  on  a  letter  which  refers  to  the  impending  bankruptcy 
proceedings  against  the  Bramelds. 

The  Rhinoceros  vases,  as  we  have  outlined,  have  always 
attracted  attention,  but  the  largest  earthenware  vases,  the  subject 
of  the  final  part  of  this  article,  are  in  their  way  equally  remarkable 
pieces.  These  were  the  Dragon  or  'Infernal'  vases,8  and  the 
illustration  (No.  5)  is  thought  to  be  the  first  photograph  of  one 
to  be  published.  For  comparison,  Jewitt's  sketch  of  such  a  vase8 
is  reproduced  (No.  6).  It  is  not  known  when  the  Dragon  vases 
were  produced,9  or  indeed,  how  many  of  them;  although  with 
reference  to  those  mentioned  by  Jewitt,  together  with  the 
example  illustrated,  which  is  in  private  ownership,  at  least  three 
were  made.  The  latter  came  to  its  present  owner  through  a 
member  of  the  family  who  was  employed  by  Earl  Fitzwilliam 
and  who  obtained  a  number  of  interesting  items  directly  from 
the  Pottery. 

The  Dragon  vases  are  of  the  same  large  proportions  as  the 
Rhinoceros  vases,  the  example  shown  here  being  three  feet  four 
inches  high.  Jewitt  gives  the  height  of  the  vase  reproduced  here 
(No.  6)  as  three  feet  four  and  a  half  inches,  but  one  might  expect  a 
slight  variation  of  this  kind  in  such  a  large  piece.  The  body,  too, 
is  more  rounded  than  Jewitt's  sketch  would  indicate,  but  the 
basic  essentials  are  identical,  with  four  dolphin  feet,  two  ser- 
pentine handles  and  a  dragon  finial  to  the  cover.  The  inspiration 
is  clearly  Oriental.  The  body  is  transfer-printed  with  the  so-called 
'Twisted  tree'  design  which  frequently  appears  on  Brameld 
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4.  Details  of  two  other  painted  panels  on  the  body  of  the  Wentworth  Rhinoceros  vase  depicting  the  adventures  of  Don  Quixote.  The  honeycomb 
neck  of  the  vase  is  clearly  visible,  as  are  the  bees  which  crawl  over  it.  By  courtesy  of  the  Rotherham  Municipal  Museum. 


earthenware  dinner  services  and  which  consists  of  a  stylised  tree 
surrounded  by  exotic  birds  and  flowers  touched  in  with  bright 
colours.  The  leaves  forming  the  neck  of  the  vase  are  coloured 
orange  on  a  deep  blue  background,  whilst  the  dolphins,  serpents, 
and  dragons  are  each  coloured  green,  blue,  and  red.  The  effect  is 
striking  if  somewhat  gaudy.  There  is  no  mark  on  the  vase,  but 
its  authenticity  is  beyond  doubt. 

The  Rhinoceros  and  Dragon  Vases,  the  largest  produced  by 
the  Bramelds,  were  certainly  some  of  the  most  impressive  pieces 
they  created.  The  variety  of  their  work  is  always  surprising,  the 
standard  of  perfection  very  high,  and  had  the  Bramelds  been 
better  businessmen  their  fame  would  no  doubt  have  been  so 
much  the  greater.  As  further  information  comes  to  light  and 
more  of  their  products  are  recognized,  it  becomes  all  the  more 
apparent  that  their  aims  were  too  ambitious.  And  whereas  a 
firm  whose  economic  structure  was  sound  might  have  thrived 
on  such  inventiveness,  it  was  inevitable  that  they  should  fail. 
For  imagination,  artistic  perfection  and  potting  skill  many  pieces 
produced  at  the  Swinton  Works  could  not  be  equalled  in  their 
own  day,  but  this  was  not  enough  to  save  the  firm  from  further 
bankruptcy  and  final  closure  in  1842.  In  the  light  of  what  is 
known  of  the  Bramelds  themselves  and  the  history  of  the 
Rockingham  Pottery,  these  large  vases,  which  arc  amongst  the 
items  for  which  they  arc  particularly  remembered,  arc  of  great 
interest. 

The  authors  wish  to  express  their  sincere  thanks  to  Mr.  L.  G. 
Lovell,  Curator  of  the  Clifton  Park  Museum,  Rotherham,  for  illustra- 
!  the  Rhinoceros  rase,  and  permission  to  publish  these;  similarly 


to  Sheffield  City  Libraries  lor  photographs  of  the  letter.  They  also  wish 
to  thank  the  owner  of  the  Dragon  vase  for  bringing  this  piece  to  their 
notice  and  for  permission  to  publish  details.  Finally,  they  wish  to  thank 
Mr.  A.  Gebbie  of  York  University  for  assistance  in  the  preparation  oj 
the  photographs  of  the  Dragon  vases. 


NOTES 

r.  This  version  of  the  red  mark  in  which  the  words  Rockingham  Works  encircle 
the  griffin  instead  of  appearing  beneath  it  occurs  only  rarely.  The  griffin  itsel 
is  different,  being  statant  instead  of  passant  and  it  was  probably  in  use  for  only 
a  very  limited  period.  This  would  explain  its  rarity  and  suggests  that  the  pieces 
on  which  it  appears  were  made  in  the  early  days  of  porcelain  production 
at  Swinton. 

2.  That  1826  may  be  taken  as  the  first  year  of  porcelain  production  for  public 
sale  is  fully  substantiated  by  the  researches  of  A.  A.  Eaglcstone  and  T.  A. 
Lockett  and  published  in  their  book  The  Rockingham  Pottery  (1964) — see  p. 96. 
This  work  gives  a  detailed  history  of  the  pottery  and  a  description  of  many 
of  its  wares. 

3.  E.  Rhodes.  Excursions  in  Yorkshire  (1826),  p. 1.53  et  seq. 

4.  L.  Jewitt.  Ceramic  Art  in  Great  Britain  (1878),  p. 512. 

5.  See,  for  example,  E.  Dillon,  Porcelain  (1904),  p. 372. 

6.  The  tea  wares  are  examples  of  the  services  which  Rhodes  mentions  were 
already  of  such  good  quality.  The  very  deep  saucer  is  typical  of  the  tea  wares 
made  during  the  red  griffin  period  (1826-30),  as  is  the  distinctive  handle  shape. 
One  cup  is  shown  with  moulded  fluting  on  the  body,  and  although  no  specimen 
of  this  design  is  known  to  the  authors,  there  is  a  description  of  a  cup  which 
was  at  one  time  in  the  Museum  of  Practical  Geology  in  London.  This  cup  is 
listed  as  item  number  M.9  in  the  1876  catalogue  of  this  Museum's  collection 
where  it  is  described  as  having  a  ribbed  body.  This  piece  was  red  griffin  marked. 

7.  An  example  of  such  a  vase,  in  the  collection  of  Sheffield  City  Museum,  is 
illustrated  in  Rockingham  Ornamental  Porcelain  (1965),  by  D.  G.  Rice,  p. 98. 

8.  L.  Jewitt.  Ceramic  Art  in  Great  Britain  (1878),  p. 513. 

9.  The  Pottery,  under  the  proprietorship  of  the  Bramelds,  was  in  operation  from 
1806  to  1842,  when  the  firm  was  finally  declared  bankrupt,  and  throughout 
this  period  earthenware  is  believed  to  have  been  in  continuous  production. 


2  4.2 


5-  Dragon  vase  in  earthenware.  Unmarked.  Height  3  feet  4  inches.  By  6.  Sketch  of  a  Dragon  vase  by  Llewellynn  Jewitt  and  reproduced  from  his 
courtesy  of  the  owner.  Ceramic  Art  in  Great  Britain  (1H7H).  Height  3  feet  4|  inches. 
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The  treasure  of  the  conventual 
church  of  St.  John  at  Malta 
Part  3:  The  plate  about  the  church 
and  the  robbery  of  the  treasure 


CHARLES  OMAN 

HAVING  in  two  previous  articles  discussed  the  reliquaries 
and  the  plate  in  the  sacristy,  it  finally  falls  to  mention 
the  pieces  allocated  to  specific  places  about  the  church.  It  was 
not  customary  to  leave  small  unattended  objects  about  the  church, 
so  that  nearly  all  of  them  were  so  large  that  they  could  not 
be  removed  unseen. 

It  is  natural  to  begin  with  the  High  Altar.  We  can  no  longer 
see  either  of  the  two  frontals — one  of  silver  with  a  medallion 
showing  the  Baptism  in  Jordan  given  in  1681  and  the  other  of 
pierced  silver  over  crimson  velvet  given  in  1724 — nor  the 
frontals  for  the  two  credence  tables  or  the  standard  candlesticks. 
Nevertheless  above  the  entrance  to  the  choir  is  still  the  'lamp  of 
Roman  silver  with  its  attachments  supported  by  two  angels  of 
cast  work  given  in  1669  by  the  Ven.  Bailiff  Rospigliosi'  (No.  1). 
As  is  usual  there  is  no  mention  of  the  artist. 


Above  the  Altar  are  still  'A  Cross  with  its  candlesticks  of 
silver  with  its  Christ  and  other  ornaments  and  with  St.  John 
Baptist  on  the  other  side,  with  the  arms  on  the  foot  of  the  Order 
and  of  the  Most  Eminent  Lascaris'  (No.  2).  These  are  typical 
products  of  the  time  of  this  Grand  Master  (1636-57)  and  may 
have  been  executed  in  Malta  where  there  were  silversmiths 
sufficiently  sophisticated  to  be  able  to  produce  standard  orders. 
Amongst  the  most  conspicuous  items  in  1756  were  'two  great 
statues  of  silver,  one  representing  Moses  and  the  other  St.  John 
the  Evangelist,  given  in  1676  by  the  Ven.  Prior  Desmarets'.  On 
the  opposite  page  is  recorded  'Consigned  in  1761  to  the  Ven. 
Commission  of  the  Mint  for  the  urgent  necessity  of  the  Ven. 
Commission  of  the  Treasury  on  the  occasion  of  the  preparations 
for  war  with  the  Ottoman  Porte.' 

The  story  behind  this  may  be  summarised  briefly.  Owing  to 
the  predominance  in  the  Order  of  the  three  French  'tongues' 
(Auvergne,  France  and  Provence),  the  royal  government  was 
tending  to  use  Malta  as  a  protectorate.  Since  France  cherished 
the  friendship  of  the  Sublime  Porte,  Maltese  galleys  were 
forbidden  to  attack  Turkish  vessels  in  the  eastern  Mediterranean. 
In  September,  1760,  the  Christian  slaves  of  a  Turkish  78-gun 
ship  called  the  Ottoman  Crown  mutinied  and  overwhelmed  the 
Turkish  crew  and  brought  the  vessel  into  Malta.  Grand  Master 
Manuel  Pinto  (1741-73)  was  delighted  and  christened  the  ship 
Santissimo  Salvatore.  He  was  much  shocked  when  he  heard  that 
the  Sultan  intended  to  have  the  ship  back  at  any  cost.  The  Grand 
Master  circularised  the  commanderies  and  sought  help  from 
Christian  governments  but  with  most  disappointing  results.  In 
the  end  Louis  XV  bought  the  ship  back  and  returned  it  to  the 
Turks  but  the  Knights  had  had  an  unpleasant  shock.  Urgent 
defence  measures  had  been  taken  whilst  an  attack  seemed  likely. 
But  the  levy  upon  the  church  plate  was  comparatively  light, 
though  the  choice  of  pieces  selected  for  destruction  was  somewhat 
capricious.1 

The  Chapel  of  St.  John  Baptist  is  in  the  choir  behind  the  High 
Altar.  Nothing  survives  of  its  furnishings,  which  included  an 
altar  frontal  and  a  cross  with  two  rows  of  candlesticks,  which 
had  been  provided  in  the  last  quarter  of  the  seventeenth  century 
by  Mgr.  Prior  Viani,  a  lamp  given  by  Grand  Master  Nicolas 
Cotoner  (1680-90),  a  pair  of  standard  candlesticks  and  a  pair  of 
branches  from  other  donors. 

The  Oratory  which  was  intended  for  the  private  devotions  of 
the  Knights  had  been  added  in  1603  in  line  with  the  west  end  of 


1.  Sanctuary  lamp  for  the  high  altar.  Silver,  probably  made  in  Rome,  1669. 
St.  John's  Co-Cathedral,  Valletta. 
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2.  Cross  and  Candlesticks  on  the  High  Altar. 
Silver,  with  the  arms  of  Grand  Master  Jen 
Lascaris  Castellar  (1636-57).  St.  John's  Co- 
Cathedral,  Valletta.  Photograph  by  courtesy  of  the 
National  Museum,  Valletta. 


the  church.  Its  plate  appears  to  have  begun  to  conic  in  about 
three-quarters  of  a  century  later  and  included  an  altar  frontal 
from  Prior  Viani  whilst  the  frontal  for  the  credence  was  a  joint 
gift  of  Grand  Master  Manuel  Pinto  and  of  the  Ven.  Prior 
Lomellino  who  also  contributed  a  pair  of  standard  candlesticks. 
The  centre  of  interest,  however,  was  a  superb  late  Baroque 
composition  (Nos.  3  &  4)  intended  to  house  the  reliquary  of  the 
hand  of  St.  John  Baptist  (already  described).  It  is  partly  of  silver 
and  partly  of  copper-gilt  and  was  commissioned  from  Rome  by 
Grand  Master  Gregorio  Carafa  (1680-90).  It  has  frequently  been 
attributed  to  Bernini,  whose  influence  is  obvious.  The  great 
sculptor's  life  ended,  however,  in  the  year  of  the  Grand  Master's 
election  and  the  shrine  was  only  installed  on  the  5th  December, 
1689.  The  chapel  was  suitably  provided  with  lamps,  altar 
candlesticks  and  wall-sconces  besides  four  ornamental  vases. 

With  the  exception  of  the  Chapel  of  Our  Lady  of  Filermo, 
which  will  be  described  last,  the  fittings  of  the  other  chapels  did 
not  differ  very  much.  Most  of  them  were  maintained  by  a 
'tongue'.  St.  James  by  Castile  and  Portugal,  St.  George  by 
Aragon,  St.  Sebastian  by  Auvergne,  St.  Michael  by  Provence, 
St.  Paul  by  France,  St.  Catherine  by  Italy  and  the  Three  Kings 
by  Germany.  Each  had  its  silver  altar  frontal,  a  silver  lamp  and 
a  silver  altar  cross  (those  for  St.  James  and  the  Three  Kings  were 
only  of  ebony  with  silver  mounts),  six  candlesticks  (St.  George 
had  ten),  two  to  five  altar  cards  and  two  had  silver  tabernacle 
doors  (St.  Catherine  and  St.  Michael).  A  silver-plated  icon  of  the 
'Madonna  della  Concezione'  was  fixed  above  the  altar  of  St. 
Catherine  which  was  the  only  one  to  have  wall-sconces.  With 
the  exception  of  the  icon  nothing  would  appear  to  have  been 
acquired  before  the  last  quarter  of  the  seventeenth  century,  the 
denors  being  generally  grand  masters  or  officials  of  the  Order  in 
Malta.  Of  all  this  I  have  only  noted  a  single  survivor:  a  small 
altar  cross  with  an  embossed  oval  base  struck  with  what  appears 


to  be  the  Paris  date-letter  for  1673-4.  It  is  now  in  the  chapel  or 
St.  Sebastian.  In  1755  the  chapel  had  a  cross  given  in  1750  by 
Prior  de  Thiangc.  Besides  the  chapels  of  the  'tongues'  was  the 
chapel  of  St.  Charles  (now  of  the  Relics).2  Its  contents  resembled 
those  of  the  others,  thoueh  its  altar  frontal  was  rather  less  rich 
being  of  crimson  velvet  with  a  pierced  sheath  of  silver.  It  was 
the  gift  of  Grand  Master  Manuel  Pinto. 

At  the  end  of  the  right  aisle  was  the  Chapel  of  Our  Lady  of 
Filermo  (now  the  Chapel  of  the  Blessed  Sacrament).  It  took  its 
name  from  an  icon  brought  from  Rhodes  and  regarded  as  one 
of  the  chief  treasures  of  the  Order.  The  chapel  was  to  all  intents 
a  church  of  its  own,  as  it  had  its  own  sacristy;  so  that  it  was  not 
dependent  on  the  main  sacristy  for  chalices  and  other  vessels  as 
were  all  the  others.  Again  we  note  that  hardly  anything  had 
been  acquired  before  the  last  quarter  of  the  seventeenth  century. 
It  does  not  seem  necessary  to  do  more  than  mention  a  few  of  the 
more  important  items.  There  was  a  gold  censer  dating  from 
1746,  silver  frontals  for  the  altar  and  credences,  two  standard 
and  twenty  altar  candlesticks3  and  no  less  than  sixty  vases.  Some 
of  these  held  silver  flowers,  Some  had  formed  part  of  the  estates 
of  deceased  knights  and  were  presumably  purely  secular. 

Of  the  exceptional  furnishings  of  the  chapel  the  must  import- 
ant is  the  silver  screen  and  gates  (Nos.  5  &  6).  The  cresting  is 
embossed  with  the  arms  of  the  Order  and  of  Grand  Master 
Manuel  Pinto  between  those  of  the  Ven.  Prior  Guarena  and  of 
the  Bailiff  La  Salle.  The  lower  part  of  the  gates  are  also  embossed 
with  florid  rococo  scrollwork.  The  richness  suggested  by  the  use 
of  silver  is  deceptive.  The  total  weight  of  the  silver  is  only  299 
lbs.,  whilst  the  balusters  are  mounted  on  copper  rods.  It  has  been 
noted  that  even  after  cleaning  it  does  not  look  really  bright,  so 
that  it  may  be  suspected  that  a  low  standard  of  silver  was  used. 
A  note  on  the  opposite  page  states  that  the  silversmith  Francesco 
Assenza  drew  attention  to  the  tact  that  'within  the  balusters 
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3.  Case  for  the  reliquary  of  the  hand  of  St.  John  Baptist.  Silver  and  gilt- 
bronze,  obtained  from  Rome  by  Grand  Master  Gregorio  Carafa  in  1689. 
St.  John's  Co-Cathedral,  Valletta.  Photograph  by  courtesy  of  the  National 
Museum,  Valletta. 


there  arc  about  4  lbs.  of  copper'  and  requests  that  the  amount  of 
silver  used  should  be  reduced  by  a  corresponding  amount.  I  am 
informed  by  Mr.  Denaro  that  Assenza  started  work  in  1725. 

Only  the  face  of  the  icon  Our  Lady  of  Filermo  was  ordinarily 
visible,  since  piety  had  provided  four  'dresses'  (yestiti)  which 
covered  the  rest  of  the  picture.  Both  of  the  two  of  which  there 
are  illustrations  had  a  ground  of  red  material,  the  first  (No.  7) 
having  "an  imperial  crown,  diadem  and  necklace  worked  and 
garnished  with  divers  precious  stones,  with  a  cross  of  diamonds 
on  the  top  of  the  crown  and  within  (the  frame)  more  chains  and 
gold  crosses,  some  of  which  (are  set)  with  diamonds,  and  divers 
other  jewels  and  ornaments  as  are  clearly  shown  from  the 
enclosed  design'.  The  oval  garland  of  putti  and  acanthus  leaves 
suggests  the  influence  of  the  Neapolitan  engraver  Polifilo 
Zancarli  and  a  date  about  the  middle  of  the  seventeenth  century 
and  none  of  the  jewels  appear  to  have  dated  before  the  close  of 
the  previous  century.  Each  is  numbered  and  described  on  the 
back  of  the  page  but  no  historical  information  nor  the  names  of 
donors  are  given.  It  is  impossible  to  date  closely  the  score  of 
knights'  badges,  some  of  which  are  in  the  form  of  a  simple  cross 
of  Malta  and  others  on  a  ground  of  black  or  pale  blue  enamel. 
Four  are  described  as  'di  filigrano'  and  have  wirework  borders. 
The  latter  were  perhaps  the  beginnings  of  Maltese  filigree?  The 
richest  cross  is  suspended  from  a  triple  chain  with  links  set  with 
diamonds.  It  looks  to  be  of  French  origin  as  does  also  a  charming 
little  necklace  composed  of  alternate  links  in  the  form  of  white 
rosettes  with  red  centres  and  squares  having  a  red  cross  on  a  blue 
ground. 

Immediately  round  the  apcraturc  are  two  more  necklaces  with 
links  formed  as  enamelled  flowers,  also  probably  French.  These 
were  all  made  for  female  wearers  as  were  also  a  number  of  the 
other  jewels.  Were  they  given  by  the  mistresses  of  knights  who 
at  this  period  had  ceased  to  regard  too  seriously  their  vows  of 
cclcbacy?  As  has  been  mentioned  already,  the  Maltese  had  their 
own  churches  and  appear  to  have  taken  little  interest  in  St.  John's. 
Hitherto  we  have  not  often  had  occasion  to  suggest  a  Spanish 


origin,  but  several  jewels  are  very  similar  to  ones4  from  the 
treasury  of  Our  Lady  of  the  Pillar  at  Saragossa  (now  in  the 
Victoria  and  Albert  Museum)  or  to  ones  illustrated  in  the  Libros 
de  Passanties6  in  the  sketches  of  the  apprentices  of  the  Barcelona 
goldsmiths'  guild. 

The  white-enamelled  pelican  (No.  7,  at  bottom)  set  with  a 
garnet  in  its  breast  has  a  twin  amongst  the  Saragossa  jewels  and 
the  pair  of  earrings,  each  with  a  pelican  inside  an  oval  set  with 
garnets  and  hung  with  pearls,  would  seem  likewise  to  have 
been  Spanish.  To  the  left  of  the  pelican  pendant  is  a  round  jew  el 
(hung  from  a  massive  gold  chain)  showing  a  crucifix  surrounded 
by  pearls,  also  Spanish,  and  further  to  its  left  is  an  oval  crystal 
pendant  mounted  in  gold  with  a  crucifix  in  the  centre.  This  also 
dates  from  about  1600  and  is  either  Spanish  or  Italian.  At  the 
top,  towards  the  right-hand  corner,  is  a  heart-shaped  pendant 
enamelled  with  the  Virgin  and  Child,  probably  Sicilian  late 
seventeenth  century,  and  next  to  it  a  little  square  pendant  with  a 
representation  of  the  Nativity.  The  origin  of  this  last  is  less  easy 
to  determine  as  there  are  pendants  of  this  type  enclosing  repre- 
sentations of  the  Holy  Shroud  but  it  has  not  been  decided  whether 
it  is  the  one  still  at  Turin  or  its  rival  which  was  at  Basancon  but 
which  perished  during  the  French  Revolution.  Of  the  remaining 
objects  it  is  only  necessary  to  draw  attention  to  the  necklace  with 
twenty-eight  round  beads  of  musk  enclosed  in  gold  filigree;  very 
popular  for  countering  body  odour  in  a  warm  climate. 

The  second  'dress'  (No.  8)  is  of  much  less  interest  and  its 
inclusion  can  only  be  explained  by  the  high  value  placed  on 
pearls  at  the  period  of  the  inventory.  It  is  described  as  'of  crimson 
velvet  embroidered  with  pearls  with  the  name  of  Jesus  in  the 
middle  and  the  arms  of  the  Order  and  of  the  Most  Eminent 
Lisleadam'.  The  design  is  executed  almost  entirely  in  pearls, 
although  a  few  previous  stones  were  included.  The  former  were, 
however,  valued  at  2,200  scudi  as  against  450  for  the  latter.  It  is 
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not  clear  how  this  composition  was  connected  with  Grand 
Master  Philippe  de  l'lsle  Adam  since  it  must  have  been  assembled 
at  least  a  hundred  years  after  his  death  in  1534. 

The  third  'dress'  was  even  less  interesting  since  it  consisted  of 
a  plating  of  silver  with  an  aperture  for  the  face.  Except  for  some 
stones  set  in  the  crown,  the  only  item  of  value  was  a  diamond- 
set  gold  chain  and  badge.  The  fourth  'dress'  was  plated  in 
silver-gilt,  adorned  with  'a  chain  of  enamelled  gold  set  with 
diamonds  and  a  crown  with  garnets  and  pearls  and  gold,  given 
in  1688  by  the  Ven.  Prior  Count  Herbstein'.  This  sounds  more 
attractive  than  the  more  highly  valued  chain  and  badge  of  the 
previous  'dress'. 

The  Fate  of  the  Treasure 

Readers  must  have  noted  that  most  pieces  have  been  described 
as  things  of  the  past.  With  the  exception  of  the  pieces  condemned 
as  a  result  of  the  affair  of  the  Ottoman  Crown  little  was  melted 
down  in  the  forty  years  following  the  compilation  of  the 
inventory.  Plenty  of  space  had  been  left  for  additions  but  the 
only  important  one  which  materialised  was  the  monstrance 
given  in  1770  by  the  Prior  of  Venosa  (see  Part  2,  No.  11).  The 
secularisation  of  church  property  by  the  revolutionaries  in  France 
was  a  disaster  for  the  Order  and  the  consignment  to  the  melting- 
pot  of  half-a-dozen  chalices  in  1797  may  indicate  a  move  towards 
raising  funds  by  a  levy  upon  the  treasures  of  St.  John's.  The 
seizure  of  Malta,  however,  formed  part  of  Napoleon's  plan  for 
dominating  the  Mediterranean. 

The  popular  conception  that  the  surrender  of  the  strongest 
fortress  in  Europe  was  the  fault  of  a  pusillanimous  Grand  Master 
has  been  entirely  disproved  in  Mr.  Victor  Denaro's  The  French 
ni  Malta*',  in  winch  he  demonstrated  that  the  coup-de-main 
was  the  result  of  a  deeply  laid  plot  by  some  of  the  French  knights 
who  made  resistance  hopeless  when  the  French  fleet  arrived  on 
9th  June,  1798.  What  was  particularly  disastrous  for  the  Treasure 
was  that  the  chief  plotter  was  Commander  Hosredon  Ransijat, 
Director  of  Finance,  whose  office  entitled  him  to  have  access  to 


all  the  information  about  the  possessions  of  the  Order.  The  fate 
of  the  Treasure  was  settled  by  an  Order  issued  by  Napoleon  on 
13  th  June,  1798,  the  day  after  the  surrender.  It  consisted  of  six 
articles  of  which  the  first  read : 

'Citizen  Berthollct,  the  Comptroller  of  the  Army,  and  an 
employee  of  the  Paymaster,  shall  take  the  gold,  silver  and 
precious  stones  found  in  the  Church  of  St.  John  and  other 
places  dependent  on  the  Order  in  Malta,  the  plate  of  the 
auberges  and  that  of  the  Grand  Master.' 
Articles  2-5  give  instructions  for  melting  down  of  the  gold  and 
silver  and  the  storage  of  the  precious  stones.  Article  6,  however, 
reads: 

'They  will  leave  in  the  Church  of  St.  John  as  in  other  churches 
that  which  will  be  necessary  for  the  exercise  of  the  cult.' 
The  order  was  strictly  obeyed,  but  Bosredon  de  Ransijat  does  not 
seem  to  have  made  use  of  the  inventory  since  the  condemned 
pieces  are  not  written  off.  How  did  he  interpret  Article  6?  He 
evidently  did  not  dare  to  leave  the  high  altar  without  a  cross  and 
six  candlesticks  nor  the  very  conspicuous  hanging  lamp.  A 
meagre  allowance  of  chalices,  a  ciborium  and  a  holy-water 
bucket  also  escaped.  The  important  monstrances  disappeared  but 
there  was  left  the  one  made  of  copper-gilt  set  with  corals,  and  the 
other  of  crystal  and  silver-gilt  which  may  have  been  waiting  for 
repair.7  The  silver  screen  and  gates  of  the  chapel  of  Our  Lady  of 
Filermo  may  have  escaped  because  it  was  common  knowledge 
that  their  metal  was  far  from  being  pure. 

The  survival  of  the  reliquaries  and  the  other  pieces  now  in  the 
museum  of  St.  John's  can  only  be  attributed  to  concealment  by 
minor  servants  of  the  church  when  the  great  officers  of  the  Order 
betrayed  their  trust.  To  some  it  may  have  seemed  legitimate  to 
smuggle  pieces  to  other  churches.  This  seems  the  best  way  to 
account  for  the  survival  of  the  two  French  chalices,  respectively 
at  Our  Lady  of  Victories  and  at  Rabbat.  The  processional  cross  of 
Grand  Master  Philibert  de  Naillac  probably  arrived  surrep- 
titiously at  the  cathedral  at  Mdina,  since  no  one  would  have  felt 
strongly  about  so  gothic  a  piece.  The  superb  series  of  statues  of 


247 


Our  Lady  and  the  Apostles  were,  however,  ransomed  for  the 
cathedral  from  the  French.  Clearly  they  must  have  acquired  great 
prestige  in  the  estimation  of  the  Maltese.  Mr.  Victor  Denaro  has 
recently  discovered  in  the  minutes  of  the  cathedral  a  list  dated 
4th  February,  1801,  describing  the  pieces  from  the  cathedral  plate 
which  were  given  to  the  French  in  exchange  for  the  statues.  It 
tilled  six  large  boxes  and  included  a  host  of  massive  candlesticks, 
two  large  crosses,  a  gold  pyx,  a  gold  hligree  monstrance  and  'an 
altar  frontal  and  much  else'. 

Mystery  surrounds  the  fate  of  the  two  chief  treasures  of  the 
Order:  the  hand  of  St.  John  Baptist  and  the  icon  of  Our  Lady  of 
I  ,!        ■  When  Napoleon  expelled  Grand  Master  Hompesch  he 
llowed  to  take  them  with  him.  They  were  shortly  after- 


wards given  to  Tsar  Paul  of  Russia  who  had  been  made  Protector 
of  the  Order  and  who  placed  them  in  the  chapel  at  Gatschina. 
They  were  later  transferred  to  the  Winter  Palace  at  St.  Petersburg 
but  were  rescued  by  the  Empress  Feodorovna  on  the  outbreak  of 
the  Russian  revolution  and  placed  in  the  chapel  of  the  royal 
palace  in  Belgrade.  Their  fate  after  the  German  invasion  in  194.1 
is  unknown  both  to  the  authorities  in  Belgrade  and  to  the  Yugo- 
slav royal  family.  Neither  piece,  if  it  survives,  would  be  of  any 
interest  to  us  as  Napoleon's  generous  gesture  did  not  include  the 
precious  metals  with  which  they  had  been  mounted. 

The  art-history  of  the  Treasury  of  St.  John's  may  be  summar- 
ised as  follows.  The  influence  exerted  by  France  on  the  politics 
of  the  Order  was  not  matched  in  artistic  affairs.  French  pieces 


7.  'Dress'  of  Our  Lady  of  Filermo.  The  jewels  appear  to  date  from  the 
close  of  the  sixteenth  to  that  of  the  early  years  of  the  seventeenth  century. 
They  appear  to  be  of  French,  Italian  and  Spanish  origin  but  some  may 
have  been  made  in  Malta. 

8.  'Dress'  of  Our  Lady  of  Filermo.  A  composition  mainly  of  pearls 
mounted  on  a  ground  of  crimson  velvet.  Certainly  of  seventeenth-century 
date  despite  the  arms  and  the  name  of  Grand  Master  Philippe  Villiers  de 
ITsle  Adam  (1521-34). 
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found  their  way  to  the  Treasury  at  all  periods,  but  they  never 
predominated.  During  the  Rhodian  period  it  was  easiest  to 
obtain  plate  from  Venice  and  although  the  transfer  to  Malta 
brought  the  Order  closer  to  France  it  was  closer  still  to  Italy. 
Venice  lost  its  advantage  to  Rome  and  Naples,  perhaps  also  to 
Messina  and  Palermo.  Though  the  move  to  Malta  brought  the 
Order  closer  to  Spain,  the  goldsmiths  of  Barcelona  and  Valencia 
do  not  appear  to  have  benefited  greatly  thereby.  Few  German 
pieces  found  their  way  to  Malta.  Prior  to  the  arrival  of  the 
Knights  the  Maltese  economy  can  have  provided  only  the  most 
meagre  subsistence  for  goldsmiths.  During  the  first  hundred 
years  of  the  occupation  by  the  Knights  there  was  not  much 
improvement,  but  after  the  middle  of  the  seventeenth  century 
the  Order  was  spending  large  sums  on  plate  and  it  may  be 
assumed  that  much  of  it  was  made  locally.  Although  really  im- 
portant commissions  were  executed  abroad  we  need  not  doubt 
that  many  of  the  secondary  pieces  were  made  locally  by  members 
of  the  well-organised  gilds  of  goldsmiths  and  silversmiths. * 

Finally  I  must  record  my  gratitude  for  the  help  received  at  all 
stages  of  my  work  from  my  friends  in  Malta.  Firstly  to  Mgr. 
Edward  Coleiro  for  making  the  manuscript  available  and 
arranging  for  the  Royal  Malta  Library  for  a  microfilm.  Next  to 


Mr.  Victor  Denaro  who  guided  my  steps  whilst  on  the  island  and 
for  allowing  me  to  benefit  from  his  wonderful  knowledge  of  its 
history  in  a  lengthy  exchange  of  letters.  To  Mr.  Joseph  Galea  1  am 
indebted  for  allowing  me  to  make  use  of  his  wide  knowledge  of 
the  personnel  of  the  Order.  To  Father  C.  Schembri  for  help  at 
the  Museum  of  St.  John's  and  lastly  to  Mr.  Claude  Blair  for  all  the 
photographs  of  surviving  pieces  except  those  credited  to  the 
National  Museum,  Valletta. 

NOTES 

1.  The  other  items  were  a  gold  incense-boat,  a  set  of  six  altar  candlesticks,  seven 
pairs  of  cruets,  five  dishes,  a  water-fountain,  three  altar  cards  and  six  -pavoni'(?). 

2.  For  a  short  time  the  chapel  of  the  Anglo-Bavarian  'tongue',  created  in  1784. 

3.  An  undated  note  tells  that  six  had  been  converted  into  other  pieces. 

4.  Described  in  Apollo,  LXXXV,  1967,  pp. 400-6. 

5.  In  the  Instituto  municipal  de  historia  de  Barcelona.  They  richly  deserve  to  be 
published  completely. 

6.  Scientia,  XXIX,  1963,  where  is  refuted  the  tradition  that  the  Maltese  Treasure 
was  carried  off  by  the  French  and  that  it  was  lost  on  board  the  Orient  at  the 
battle  of  Aboukir. 

7.  The  Museum  has  a  third  monstrance  which  I  have  been  unable  to  trace  in  the 
inventory  and  which  may  have  been  brought  from  elsewhere.  It  is  of  silver-gilt 
and  appears  to  be  German  work,  c.  1740. 

8.  The  organisation  in  two  separate  gilds  is  most  unusual.  Some  (Ireek  goldsmiths 
are  known  to  have  accompanied  the  Knights  from  Rhodes  to  Malta  and  they 
may  have  imported  the  Byzantine  arrangement. 


249 


David  Allan  and  the  Hamilton 

portraits 


J.  R.  FAWCETT  THOMPSON 


TOWARDS  the  end  of  October  in  the  year  1775  there  was 
delivered  this  letter  addressed  to  'Dr.  Maty.  Keeper  of  the 
British  Museum.  London': 

Dr.  Maty,  Rome,  Octr.  the  6th,  1775. 

Sir, 

I  have  taken  the  liberty  of  offering  to  the  Directors  of  the 
British  Museum  a  portrait  of  Sr  Wm  Hamilton  my  Protector 
painted  by  me,  my  Gratitude  and  Regard  for  him  has  made 
me  beg  to  do  his  picture  (and)  as  it  may  be  of  utility  to  me  he 
has  been  so  good  as  to  give  me  leave. 

I  heartily  wish  to  give  a  small  Testimony  of  my  respectful 
regard  for  him,  who  is  a  true  lover  and  Promoter  of  the  fine 
Arts  and  protector  of  Artists,  of  which  I  have  had  the  honor 
of  a  very  particular  share  of  his  Generosity  and  Goodness  in 
assisting  me  in  the  pursuit  of  my  studys  in  painting.  I  have 


indcavoured  to  do  his  portraite  as  well  as  I  can;  And  consider- 
ing his  great  ingenuity  and  merit  in  making  such  a  Noble 
Colection  of  interesting  and  bcatiful  monuments  of  Antiquity 
which  are  at  present  rightly  placed  in  the  B.  Museum  has 
induced  me  to  think  that  a  portraite  of  the  worthy  colcctor 
might  very  properly  find  a  place  in  that  colection,  on  this 
consideration  I  have  ventured  to  offer  the  picture  to  the 
Directors,  which  if  they  thought  the  weak  performance 
worthy  of  being  put  up  with  this  colection,  woud  do  me  an 
honnor  and  be  of  service  to  me  as  the  work  woud  be  seen,  and 
I  should  be  very  happy  if  the  picture  should  not  be  thought 
unworthy  of  their  acceptance. 

I  respectfully  remain,  Sir 

Your  Most  obedt  Humble  servt 
David  Allan 

P.S.  I  have  inclosed  the  bill  of  Lading  and  hopes  to  be  excused 
for  sending  the  picture  so  large,  but  I  have  thought  in 
fuly  imitating  his  resemblance  to  the  life,  it  was  best  to 
add  likewise  his  Character  as  a  man  of  taste;  which  is 
expressed  by  the  different  things  about  him.1 

Though  there  would  seem  to  be  no  record  of  the  acknowledg- 
ment or  acceptance  by  Dr.  Matthew  Maty — then  Principal 
Librarian  at  Montagu  House — of  this  spontaneous  gift,  the 
painting  arrived  safely  being  collected  and  dock  dues,  transport 
costs  and  other  incidental  expenses  paid  by  Joseph  Lockwood,  a 
messenger  on  the  Museum's  staff,  who  was  duly  reimbursed  in 
the  sum  of  ^12  8s.  6d.  for  'charges  on  Sir  W.  Hamilton's 
picture'  on  1 8th  March,  1776. 2  Doubtless  the  Trustees  granted 
the  artist's  humble  request  readily  enough  and  saw  that  his  work 
was  'put  up'  with  the  Hamilton  Collection  which  had  been 
purchased  for  -£8,400  in  1772. 

After  studying  at  Glasgow  Academy  of  Arts,  in  1764  David 
Allan  went  to  Italy  where  he  lived  for  14  years.  Here  his  out- 
standing talent  for  portraiture  developed  and  matured,  and  it  was 
in  Rome  in  1770  that  he  painted  his  revealing  self-portrait  now 
in  the  possession  of  the  Royal  Scottish  Academy.  In  this  he  is 
seen  as  a  personable,  serious-featured  young  man  of  26,  seated 
cross-legged  in  a  massive  'ladder-back'.  He  has  light  brown  hair 
and  wears  a  green  coat,  with  buff  waistcoat  and  breeches.  The 
architectural  sketch  on  the  table  easel  is  in  blue-grey;  and  partly 
seen  on  the  red  drapery  to  the  right  of  the  table  is  a  sanguine 


1.  David  Allan  (1744-1796).  Self-portrait:  signed  and  dated  D.  Allan  Pinxt 
Roma  1770.  Purchased  Royal  Scottish  Academy  (1847)  when  it  had  been 
'long  in  the  possession  of  a  pupil  of  the  painter,  one  of  the  ladies  of  the 
Buccleuch  family'.  Exhibited  Royal  Scottish  Academy  (1847)  and  National 
Portraits  Exhibition  (1867);  lent  to  Scottish  National  Portrait  Gallery 
(No.  L.227).  Canvas,  38!  49}  inches.  By  courtesy  of  the  Scottish  National 
Portrait  Gallery,  Edinburgh. 
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2.  Sir  William  Hamilton,  K.B.  (1730-1803).  By 
David  Allan,  Rome,  1775.  Presented  by  the 
artist  to  The  British  Museum,  1775;  transferred 
to  National  Portrait  Gallery,  1879  (No.  589). 
Canvas,  71  X  89  inches.  By  courtesy  of  the 
National  Portrait  Gallery,  London. 


drawing  of  Agostino  Caracci's  Triumph  of  Galatea.  It  is  a  portrait 
of  exceptional  character  and  modest  charm. 

During  these  years  in  Italy,  Allan  came  under  the  practical 
patronage  of  Sir  William  Hamilton,  the  diplomat  and  anti- 
quarian, at  that  time  British  Ambassador  at  the  Court  of  Naples 
and  in  such  manner  eventually  obtained  leave  to  paint  his 
'Protector's'  portrait.  To  this  sell-made  challenge  to  put  the 
likeness  of  his  benefactor  on  canvas,  the  artist  responded  worthily 
and  the  resulting  portrait  is  one  of  forceful  individuality  and 
distinction.  Sir  William,  wearing  with  a  proper  dignity  the 
insignia  and  white  and  crimson  robes  of  the  Most  Honourable 
Order  of  the  Bath,  presents  a  commanding  hgure  looking  the 


spectator  straightly  in  the  eye.  Far  indeed  is  this  from  being  the 
'weak  performance'  for  which  its  creator  begged  acceptance, 
though  enthusiasm  for  his  patron  may  perhaps  have  led  Allan 
to  infuse  rather  more  iron  into  Sir  William's  character  than 
Hamilton's  easy-going  nature  warranted.  The  canvas  measures 
71  X  89  inches  and  about  its  subject  are  the  'different  things' 
which  the  painter,  in  the  postscript  to  his  letter  to  Dr.  Mat)', 
gave  as  his  reason  for  'sending  the  picture  so  large'. 

On  Sir  William's  right-hand  a  marble-topped  table  ol  classical 
design,  with  lion-monopodia  supports — suggestive  of  a  type 
actually  found  at  Pompeii — bears  a  handsome  silver  standish  and 
taperstick.  On  the  frame  of  the  table,  a  cartouche  is  ensigned 
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3.  Left.  Apulian  volute-crater  (F.284),  Hamilton  Collection,  The  British  Museum.  Centre.  Engraving  of  same  vase  from  D'Hancarville:  Antiquites 
Etrusques,  1766  (Vol.  I,  PI.  54).  Right.  Vase  as  depicted  by  David  Allan  in  his  portrait  of  Sir  William  Hamilton,  1775.  By  courtesy  of  the  Trustees  of 
The  British  Museum  and  the  National  Portrait  Gallery,  London. 


with  the  Hamilton  crest — here  displayed  as  a  badge — of  Rising 
from  a  ducal  coronet,  an  oak  tree  transfixed  by  a  frame-saw,  Sir 
William  belonging  to  the  ducal  house  of  that  name.  Resting  on 
a  fashionable,  carved  and  gilt,  whorl-footed  chair  to  Sir  William's 
left,  is  the  black  satin  hat  of  his  Order.  In  the  background  behind 
this  chair  stands  a  large,  open-fronted  cabinet,  also  of  classical 
design;  a  Medusa-head  embellishes  the  pediment  of  its  roof-like 
top  which  is  surmounted  by  a  statuette  of  Zeus  with  his  eagle. 

Within  this  cabinet,  partly  obscured  by  the  ostrich  plumes  of 
Sir  William's  hat,  is  an  ornate  Apulian  vase  intended  to  represent 
a  notable  fourth-century  piece  from  the  Hamilton  Collection.3 
Here  an  element  most  strange  enters  Allan's  work,  for  the  design 
of  the  painted  decoration  on  its  black  background  is  reversed 
from  that  on  the  actual  vase.  This  curious  error  was  not  the  fault 
of  the  artist  who  naturally  had  no  cause  to  question  the  accuracy 
of  the  engraving  that  he  took  as  a  model  and  which  must 
obviously  have  been  one  of  several  reversed  plates  in  D'Hancar- 
ville's  catalogue  of  the  Hamilton  Collection.4  Nor  was  David 
Allan  alone  in  being  thus  deceived  since  Josiah  Wedgwood 
would  also  seem  to  have  followed  the  D'Hancarville  illustrations 
in  three  copies  of  this  particular  vase  which  he  produced  whereon 
certain  details  of  the  decoration  are  similarly  reversed.5 

For  a  while  after  his  return  from  Italy,  David  Allan  practised 
as  a  portrait-painter  in  London,  until  he  turned  to  that  genre  from 
which  he  was  later  to  become  known  as  the  Hogarth  of  Scotland. 
Meantime,  after  his  painting  had  been  hanging  at  Montagu 
House  for  some  seven  years,  an  unexpected  complication  arose. 
On  23rd  February,  1782,  Sir  William  himself  presented  his  own 
portrait  by  Sir  Joshua  Reynolds  to  the  Museum  and,  although 
it  is  hard  to  understand  why  both  pictures  could  not  have  been 


kept  on  view,  the  Trustees  thereupon  took  a  faint-hearted  course 
not  difficult  to  predict.  Allan's  painting  was  relegated  to  the 
Store  Room  at  Montagu  House,  where  it  was  noted  by  Planta 
in  1810,6  and  in  1852  changing  its  old  prison  for  a  new  one,  was 
eventually  'found  in  the  S.E.  Basement'  in  January,  1879,  being 
offered  to,  and  accepted  by  the  National  Portrait  Gallery, 
London,  in  July  of  that  year.7 

The  Reynolds  portrait  is  in  complete  contrast  to  Allan's  work. 
Sir  William,  in  velvet  coat  and  breeches,  wearing  the  Star  and 
Riband  of  the  Bath,  is  seated  in  a  relaxed  but  scarcely  comfortable 
posture,  his  left  arm  on  the  corner  of  a  heavy  ornamented  table. 
On  this  stands  a  tall,  graceful  jug  from  the  Hamilton  Collection, 
adorned  with  figures  of  Eros  and  a  maiden8;  but  although 
here,  too,  the  artist  no  doubt  worked  from  D'Hancarville,  in 
this  case  the  relevant  plate  was  not  reversed.9  Across  his  knees 
Sir  William  holds  an  open  volume  of  Antiquites  Etrusques,  while 
the  Mcidias  vase  rests  on  the  floor  beside  him.  One  feature  alone 
is  common  to  these  utterly  dissimilar  representations  of  the  same 
man — the  smoke-plume  of  Vesuvius,  to  climb  which  became 
less  of  an  enterprise  than  a  habit  with  Sir  William.  The 
painting  was  executed  in  London  (c.  1777)  and  measures  71  X 
102  inches,  and  mezzotints  were  made  of  it  by  H.  Hudson  (1787) 
and  by  S.  W.  Reynolds  (1820).  It  was  cleaned  and  restored  in 
May,  1 827. 10 

Sir  William's  gift  was  hung  in  the  Ante-Room  to  the  Saloon 
at  Montagu  House,  and  later  opposite  the  fireplace  in  Room 
VIII  of  the  Gallery  containing  Egyptian  Antiquities.  In  1831,  it 
was  sent  for  exhibition  at  the  British  Institution  (No.  114),  and 
in  1843  was  deposited  by  the  Trustees  in  the  National  Gallery, 
London.  In  the  Ellis  List  oj  Pictures  belonging  to  the  Trustees  of  the 


British  Museum  deposited  in  the  National  Gallery  published  in  1850, 
it  appears  as  No.  185,  carrying  the  same  number  with  it  to  South 
Kensington,  as  recorded  by  Panizzi  in  1861.  In  1883  it  was  trans- 
ferred on  loan  to  the  National  Portrait  Gallery,  where  as  No.  680 
in  the  current  catalogue  it  takes  second  place  to  Allan's  portrait 
(No.  589),  now  being  discreetly  described  as  of  the  'Studio  of 
Reynolds.  Lent  by  the  N.G.'  Thus,  although  apparently  still 
within  the  jurisdiction  of  the  National  Gallery,  it  is  missing  from 
the  revised  reprint  of  that  gallery's  Catalogue  of  Paintings  of  the 
British  School  by  Martin  Davies,  published  in  1959. 

Today,  however,  neither  painting  is  on  public  exhibition;  and 
the  enquiring  visitor — exercising  his  right  to  sec  them  on  demand 
—after  protracted  delay  may  well  be  informed  that  Allan's  fine 
work  has  'gone  to  Austria'  ( !)  and  then  in  the  dim-lit  recesses  of 
a  picture-store,  must  perforce  crane  his  neck  to  peer  as  best  he 
may  at  the  product  of  the  'Studio  of  Reynolds'  languishing  in 


the  gloom  as  for  nearly  100  years  did  the  Scottish  artist's  canvas 
at  Bloomsbury.  Surely  restitution  could  yet  be  made  and  the 
wishes  of  both  sitter  and  artist  be  honoured  at  last  by  returning 
the  two  portraits  to  their  rightful  home  and  there  letting  them 
be  'put  up'  among  the  newly  re-deployed  treasures  of  the 
Department  of  Greek  and  Roman  Antiquities? 
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English  knopped 
Part  1 


latten  spoons 

CHRISTOPHER  A.  PEAL 


SOME  uncertainty  appears  to  exist  as  to  what  precisely  is 
meant  by  latten.  It  is  the  old  term  for  what  is  now  called 
brass,  an  alloy  of  copper  and  zinc,  made  by  the  calamine  process. 
The  terminology  is  rather  confusing  because  in  the  Middle  Ages 
the  word  'brass'  was  used  to  include  bronze,  an  alloy  of  copper 
and  tin.  In  the  twelfth,  thirteenth  and  fourteenth  centuries,  latten 
was  made  in  Germany  and  the  Low  Countries  and  imported 
into  England  in  sheet  form  where  it  had  many  uses;  in  Church 
brasses,  for  example.  It  was  not  made  officially  in  England  until 
1565,  when  Queen  Elizabeth  granted  patents  for  its  manufacture. 
So  far  very  little  has  been  published  on  the  subject  of  latten 


spoons,  which  until  recently,  surprisingly,  did  not  capture  the 
interest  of  collectors.  But  these  spoons  are  most  fascinating  to 
study  and  possess.  The  pioneering  work  by  Hilton  Price  is 
excellently  recorded  in  his  book  'Old  Base  Metal  Spoons' 
(Batsford,  1908).  This  deals  with  both  pewter  and  latten  spoons 
(in  fact,  it  is  not  always  clear  to  which  he  is  referring).  It  will 
probably  come  as  a  surprise  even  to  connoisseurs  to  learn  that 
the  forms  in  these  alloys  seldom  run  parallel  and  that  a  number  of 
types  seem  to  be  peculiar  to  one  or  other  metal.  Hilton  Price  had 
excellent  co-operation  from  a  number  of  collectors  and  examined 
over  1,000  spoons  of  both  alloys.  The  information  given  on 


2.  Progression  of  development,  twelfth  to  eighteenth  centuries. 

(a)  c.  1150-1250.  Leaf  bowl  (pewter),  (b)  c.  1200-1300.  Round  bowl  (latten).  (c)  c.  1300- 
1350.  Round  bowl,  diamond  stem  (latten).  (d)  c.  1300-1400.  Mandoline  bowl  (latten). 
(e)  c.  1400-1500.  Fig  bowl  (pewter),  (f )  c.  1500-1550.  Fig  bowl  (pewter),  (g)  c.  1550-1590. 
Fig  bowl  (latten).  (h)  c.  1580-1630.  Fig  bowl  (latten).  (i)  c.  1600-1660.  Round  bowl 
(latten). 

1.  Examples  of  knops  not  recorded  in  Hilton 
Price's  'Base  Metal  Spoons'. 

(a)  A  Rocket  knopped  latten  spoon  of  c.  1400. 

(b)  A  type  known  in  silver,  but  apparently 
unique  in  pewter — Lion  guardant,  fifteenth 
century. 
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marks  is  not  very  far  from  complete,  even  now  after  60  years, 
which  is  a  remarkable  tribute  to  his  pioneer  work.  Although 
comparatively  few  unrecorded  maker's  marks  have  turned  up  since 
publication,  several  types  of  knop  (No.  1),  particularly  in  pewter, 
have  come  to  light  (literally,  for  all  these  base  metal  spoons  have 
come  from  old  drains,  wells,  rivers  and  accidental  excavations). 
The  latter  has  interested  me  as  a  pewter  collector  and  I  have 
constantly  drawn  on  Hilton  Price's  work  and  experience  while 
collecting,  in  carrying  out  research  at  the  British  Museum  and 
elsewhere.  I  have  also  had  the  co-operation  of  the  few  collectors 
known  to  him,  particularly  Mr.  J.  A.  Douglas  and  Mr.  R. 
Warner. 

Many  facts  which  are  essential  to  the  appreciation  of  early 
spoons  can  only  be  absorbed  by  a  study  of  silver.  This  obvious 
source  of  information  deserves  more  attention  than  it  appears  to 
have  received.  1  have  made  frequent  reference  to  Commander 
G.  E.  P.  How's  admirable  work  'English  and  Scottish  Silver 
Spoons',  which  gives  most  useful  comparisons,  illustrations  and 
dating  evidence.  London  silver  hallmarks  were  commenced  in 
1478,  therefore  all  types  of  silver  spoon  produced  in  London 
thereafter  are  datcablc  year  by  year.  This  date,  of  course,  may  be 
anywhere  within  the  span  of  a  specific  type.  While  not  pre- 
suming to  disagree  w  ith  ( lommander  I  low  regarding  silver,  not 
all  his  opinions  arc  necessarily  valid  for  their  base  metal  counter- 
parts: e.g.  that  the  diamond  shaped  stem  was  exclusively 
Continental,  for  some  pewter  specimens  appear  to  show 
otherwise. 

It  is  not  generally  realised  that  latten  spoons  found  in  England 
fall  cleanly  into  two  main  period  groups1:  (1)  pre  c.  1400  and 
(2)  c.  1560  to  c.  1710.  None  appear  between  these  two  periods, 
perhaps  because  the  Pcwterers  Company  succeeded  in  suppressing 


3.  (a)  Typical  form  of 

fourteenth-century  ^ 
spoon. 

(b)  Knop  of  Tower  Jl 
and  Steeple  in  accom- 
panying spoon. 


4.  Round  bowl  spoon 
of  thirteenth  century, 
showing  crude  cut 
and  filed  knop,  and 
maker's  mark  (read 
with  bowl  upwards) 
of  crowned  fleur-de- 
lis. 


their  manufacture  in  favour  of  their  own  metal  and  work 
(pewter  spoons  reigned  unchallenged  at  this  time).  These  two 
main  groups  again  each  subdivide  clearly  into  two  more  sections: 
1  (a).  Leaf  and  Round  bowls,  twelfth  century,  c.  1350. 

1  (b).  Fig  bowls,  c.  1350-c.  T400. 

2  (a).  Pear  shaped  bowls,  gradually  becoming  round, 

c.  1560-c.  1670. 
2  (b).  Trifids  and  flattened  handles,  c.  1660-c.  1710. 

The  dates  are  very  approximate,  and  it  is  impossible  to  lay 
down  accurately  a  chronological  sequence  of  types  because  many 
types  of  spoon,  and  knop,  run  concurrently.  Some  in  fact 
blanket  others  (No.  2). 

The  earliest  bowls  (Group  t  (a)  )  in  both  latten  and  pewter  are- 
leaf  shaped — that  is,  with  a  distinct  pointed  tongue — and  belong 
to  the  twelfth-thirteenth  centuries.  The  point  soon  retreats,  as 
can  be  seen  in  transitional  spoons,  and  by  the  early  fourteenth 
century  the  bowl  is  in  the  same  plane  as  the  flat  stem,  which  is  of 
uniform  thickness  and  tapers,  in  plan  view,  to  a  very  insignificant 
knop.  These  early  knops  have  been  rather  weakly  dubbed  Cones 
and  Finials.  The  front  of  the  stem  near  the  bowl  usually  bears  a 
maker's  touch.  Spoons  in  this  Group  appear  to  have  been  cut  out 
of  latten  in  sheet  form,  beaten  and  filed  to  shape.  Between  Groups 
i  (a)  and  1  (b)  one  or  two  transitional  spoons  exist  with  squat 
elliptical  bowls. 

Spoons  in  Group  1  (b)  are  completely  different  in  conception 
and  manufacture.  They  have  small  fig-  or  mandoline-shaped 
bowls  and  long,  thin  steins  of  diamond  section.  These  are  of  the 
fourteenth  century  and  seldom  bear  marks.  The  bowls  are 
smaller  and  the  knops,  though  similar  to  those  in  Group  1  (a),  arc 
much  better  formed.  There  appear  to  be  three  types  of  knop: 
Leaf  Bud,  Tower  and  Steeple,  and  Rocket  (the  writer's  own 
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5.  (a)  Perhaps  the  first  type  in  the  reappearance  of  latten  spoons — now  known  to  be  made  in  this  country — Simple  Seal,  c.  1570.  (b)  Lion  Sejant,  c.  1580. 
(c)  Writhen  Ball,  c.  1580.  (d)  Simple  Seal,  c.  1570.  (e)  Acorn  (overcleaned),  sixteenth  century. 


descriptive  terminology).  Unlike  spoons  in  Group  1  (a),  examples 
in  this  Group  were  moulded  (No.  3). 

Some  doubt  exists  as  to  whether  spoons  in  the  above  two 
categories  were  made  in  England.  Commander  How  considered 
all  twelfth-  and  thirteenth-century  silver  spoons  to  be  Con- 
tinental. The  maker's  marks  on  the  round  bowl  latten  spoons  of 
Group  1  (a)  provide  a  clue  to  provenance.  Although  there  are  no 
records  to  identify  exactly  who  the  makers  were,  all  the  marks 
have  a  Continental  flavour.  For  example,  one  maker's  mark  is  a 
crowned  fleur-de-lys  which,  at  this  date,  would  seem  to  indicate 
French  origin  (No.  4).  This,  coupled  with  the  fact  that  two  latten 
spoons  of  similar  form  in  the  author's  collection,  have  come  from 
the  ground  in  London  and  Rome,  seems  to  point  solely  to 
Continental  manufacture.  However,  sheet  latten  having  been 
imported  into  England,  it  is  conceivable  that  spoons  could  have 
figured  amongst  the  items  manufactured  from  it;  and  while 
doing  so  why  should  not  the  satisfactory  Continental  style  of  a 
diamond  section  stem  have  been  adopted? 

Before  studying  Group  2  (spoons  made  after  c.  1560),  the 
evolution  of  pewter  spoons  in  the  intervening  period  should  be 
noted.  Those  made  in  the  fourteenth  and  fifteenth  centuries 
developed  plumper  and  more  pear-shaped  bowls,  and  the 
diamond  stems,  having  been  tapped  on  top  and  bottom  for 
greater  strength,  had  a  narrow-topped  hexagonal  section.  In  the 
latter  part  of  the  fifteenth  century,  the  stem  became  much 
heavier  and  was  hammered  to  a  true  hexagonal  shape.  The  knops 
also  grew  in  size  and  variety. 


Just  after  the  mid-sixteenth  century,  a  spate  of  undoubtedly 
English  latten  spoons  appears,  the  origin  of  which  is  referred  to 
below.  Group  2  (a),  with  big  pear-shaped  bowls,  appeared  about 
1560,  and  in  the  next  few  years  the  knops  made  were:  Lion 
Sejant,  Writhen  Ball,  Simple  Seal,  Acorn  and  the  knopless 
Slip  Top  (No.  5).  Stems  were  heavy  and  hexagonal,  becoming 
flatter  towards  the  end  of  the  century.  Bowls  became  more 
rounded,  always  with  marks,  some  of  which  are  of  known 
pewterers.  There  are  also  many  other  minor  details  in  the  devel- 
opment of  the  bowl  and  stem  which  are  good  guides  to  dating. 

In  the  seventeenth  century  these  trends  continued,  with  the 
stem  becoming  greatly  flattened  and  rounded  at  the  edges.  The 
bowl  became  almost  circular  and  joined  the  stem  with  a  wide 
sweep  and  drop,  resulting  in  the  rim  of  the  bowl  being  below 
the  line  of  the  stem  (unlike  Group  1  (a)  ).  The  knop  types  at  this 
time  are  Gauntlet  Seal,  Apostles,  Horse  Hoof,  Lion  Sejant, 
Strawberry  (these  were  certainly  made  in  or  after  1659,  since  some 
specimens  bear  a  dated  touch  of  that  year)  and  Slip  Top  (No.  6). 
These  continued  until  c.  1670  but  the  knops  of  the  late  Seals  and 
Apostles  are  of  poor  definition.  The  fascinating  Apostles  will  be 
dealt  with  more  fully  in  the  second  part  of  this  article.  In  addition 
there  are  some  very  rare  types,  of  which  there  are  only  one  or 
two  known  examples,  such  as  Stag's  Head,  Globe,  and  Man's 
Head.  From  very  roughly  c.  1625,  it  appears  to  have  been  the 
invariable  custom  to  plate  latten  spoons  with  a  tin  deposit.  Most 
specimens  of  the  seventeenth  century  have  at  least  traces  of 
plating,  often  almost  completely  worn  away.  The  plating  may 
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have  been  done  for  hygienic  reasons,  or  to  simulate  silver  or 
pewter.  I  know  of  no  plated  pewter  spoons. 

Further  hammering  of  the  already  flattened  stem,  and  the 
incision  of  two  nicks  at  the  top  of  Slip  Tops,  heralded  the  start 
of  the  Trifids:  Group  2  (b).  The  earliest  known  in  silver  is 
dateable  as  of  1662.  The  Trihd  development  is  best  conveyed 
pictorially  (No.  7).  Some  types  overlap,  and  styles  developed  so 
quickly  that  provenance  is  probably  a  misleading  factor  in 
dating  them.  Also,  and  foreshadowing  a  theme  referred  to  later, 
it  should  be  noted  that  three  or  four  makers  at  this  time  made 
both  lattcn  and  pewter  spoons. 

A  further  interesting  point  is  that  occasionally  one  finds  latten 
knops  on  pewter  spoons  belonging  to  the  sixteenth  century  and 
earlier.  I  have  in  my  own  collection  two  examples  with  minute 
finials:  one  a  crown  of  the  fourteenth  century  and  the  other  a 
cog,  or  miniature  crown,  of  the  fifteenth  century.  Another  in 
my  possession  is  of  sixteenth-century  date  and  bears  a  fine 


towering  baluster.  This  was  probably  to  copy  the  fashion  for  gilt 
knops  on  silver  spoons  which  were  made  from  the  fourteenth 
century  onwards. 

The  development  of  latten  spoons  has  now  been  traced.  In  the 
second  part  of  this  article  (to  be  published  in  a  future  issue)  the 
background  of  latten  spoonmakers  will  be  dealt  with.  Apostle 
types  and  identification  will  also  be  elaborated. 

NOTES 

1  Since  writing  this  article,  the  author  lias  acquired  two  which  certainly  do  fall 
between  these  two  periods. 

One  is  a  Writhen  Ball,  with  deep  grooves  around  the  ball,  as  well  as  twisting. 
It  bears  no  mark,  has  a  diamond  section  stein,  ami  the  bowl  and  side  elevation  are 
transitional  between  Nos.  2  (d)  and  (e).  It  is  exactly  similar  in  type  to  the  pewter 
spoons  of  the  early  half  of  the  fifteenth  century,  and  could  be  dated  c  1425. 

The  other  is  an  Acorn,  the  cup  of  w  hich  is  writhen,  not  dotted.  The  stem  is 
more  flattened  on  top  than  beneath,  but  is  more  safely  called  hexagonal  than 
pentagonal.  The  bowl  and  side  elevation  of  this  spoon  too,  are  between  Nos.  2  (d) 
and  (e).  This  also  is  a  very  slender  spoon,  ant!  can  be  dated  c.  1450. 

(Such  contradictory  evidence  invariably  occurs  when  making  pioneering 
statements !) 
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C.I.N.O.A. 

1970 


Theme  of  the  international  art  trade  exhibition  staged  by  the 
Confederation  Internationale  des  Negotiants  en  Ocuvrcs  d'Art, 
now  in  progress  at  Amsterdam's  Historischcs  Museum  until 
May  31,  illustrates  the  close  relationship  which  exists  between 
the  serious  art  collector  and  his  dealer.  The  present  exhibition  is 
the  fourth  of  its  kind;  the  first  was  held  in  Amsterdam  in  1936, 
the  second  in  Pans  in  1954  and  the  third  in  London  in  1962. 
As  on  these  former  occasions,  the  exhibits  now  on  show,  some 
of  which  are  pictured  here,  are  loaned  either  by  art  dealers' 
customers  or  are  from  exhibitors'  own  stocks.  More  than  250 
items  are  included  in  a  catalogue  which  carries  nearly  as  many 
illustrations,  twenty-four  of  which  arc  in  colour.  The  text  is  in 
English.  Copies  of  it  can  be  obtained  from  the  exhibition 
secretariat:  Kalverstraat  92,  Amsterdam. 


Tournai  tapestry,  3-5  111.  4  m.,  woven  c.  1510,  the  subject  emblematical 
of  the  secret  garden,  one  of  the  oldest  themes  of  the  Middle  Ages,  the 
central  fountain  symbolising  the  Virgin  and  the  divine  message.  Exhibited 
by  Baccara,  Paris. 


Right.  Stanislas  Le- 
pine.  Bora's  de  la  Seine, 
canvas,  15^  x  24 
inches.  Hammer  Gal- 
leries, New  York. 


Below.  One  of  a  pair  of  I0|  inch  high  K'ang 
Hsi  period  (A.D.  1622-1722.)  Chinese  porce- 
lain vases  decorated  in  brilliant  famille  verte 
enamels.  Sydney  L.  Moss  Ltd.,  London. 


Below.  Girl  carrying 
enamelled  pottery, 
high.  Beurdeley  &  Cie,  Paris 


a  bird,  in 
T'ang,  3S 


Jan  Mostaert  (c.  1475-c.  1555).  The  Temptation  of  St.  Anthony,  panel,  I2i  < 
2l|  inches  (31*8  54-5  cm.),  inscribed  ECTOZ  on  a  sword  in  a  tree. 
The  Hallsborough  Gallery,  London. 
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Left.  Francesco  Guar- 
di.  Figures  amongst 
Roman  ruins,  41  g 
483  inches,  signed 
Francesco  Ginirdi.  The 
Leger  Galleries,  Lon- 
don. 


Right.  One  of  a  pair 
of  16  inch  high  Peking 
enamel,  mid-eight- 
teenth  century  cylin- 
drical-shaped vases, 
possibly  from  the 
workshops  of  Father 
Castiglioni,  in  brill- 
iant famille  rose 
colouring  with  finely 
painted  European 
scenes,  on  contem- 
porary stands.  Jeremy 
l  td.,  London. 


Left.  Four-colour  gold  and  tortoiseshell  snuff 
box,  by  Daniel  Gouers,  Paris,  1725-26, 1        2  ; 

1  inch.  One  of  four  such  boxes  exhibited. 
Wartski,  Ltd.,  London. 


Above.  Balthasar  van  der  Ast.  Flowers  in  a  glass 
heaker,  signed  B  ran  der  Ast,  panel,  15, 1  ill 
inches  (40  29  cm.).  The  Terry-Engell  Gallery, 
London. 


Above.  Frederick  Church  (1826-1900).  Falls  of 
the  Tequendama  near  Bogota,  60]  48  inches. 
Hirschl  &  Adler,  New  York. 


Above.  Louis  XIV  period  armoire,  1  m.  40 
high,  in  violet  wood  with  gilt-bronze  enrich- 
ments, the  doors  enclosed  with  satin  and  carry- 
ing the  mark  E  H  B.  Aveline  et  Cie,  Paris. 


One  of  a  pair  of  gilt-bronze,  28  cm.  high 
chamber  candlesticks  of  the  Louis  XVI  period, 
bearing  the  stamp  of  the  Chateau  de  Raincy. 
/.  P.  Hagnauer,  Paris. 


Renaissance,  9  cm.  high,  gold  pendant  with 
black  and  white  enamels,  traces  of  blue  and 
white,  and  carrying  a  large  pearl  and  a  ruby. 
Formerly  Prince  Friedrich  Leopold  of  Prussia's 
collection.  F.  K.  A.  Huelsmann,  Hamburg. 


Bohemian  goblet  with  cover,  c.  1785,  11  inches 
high,  in  white  glass,  decorated,  with  gilt  and 
colour,  with  a  profile  of  Emperor  Josef  II  of 
Austria.  Made  for  Ignaz  Pallme-Konig  (b.  1748), 
when  he  became  head  of  the  glassmakers' 
guild.  Howard  Phillips,  London. 


Peter  Brughel  the  Younger.  The  Flemish  Proverbs  (133  here  represented), 
panel,  126  177  cm.,  signed  BRVEGHEL  and  inspired  by  a  composition 
of  Peter  Brueghel  the  Elder  in  the  Berlin-Dahlem  State  Museum.  Galerie 
Robert  Finck,  Brussels. 


Below.  Clio,  Muse  of  History,  one  of  a  pair  of  early  Derby  porcelain 
groups,  8]  inches  (23  cm.)  high, after  Boucher  (the  other  being  Erato,  Muse 
of  Lyric  and  Amatory  Poetry).  D.  M.  &  P.  Manheim,  London. 
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Right.  Gerard  Ter- 
borch  (1617-1681). 
Portrait  of  a  Gentle- 
man, c.  1648,  on  cop- 
per, 6  4I  inches  (see 
'Catalogue  of  the 
Paintings  of  Gerard 
Terborch'  by  S.  J. 
Gudlangson  (i960). 
Gallery  Brod,  London. 


Joachim  Buekelaer  (Antwerp  1530-1573).  Expansive  Landscape  with  River, 
in  the  background  a  city  and  a  fortress,  in  the  left  foreground  Mary  and 
Joseph  and  the  Child;  signed  and  dated  1563,  on  panel,  122  155  cm. 
Galerie  Fischer,  Lucerne. 


One  of  a  pair  of  Gobelins  tapestry  portraits  of 
Rembrandt  and,  as  here,  his  sister,  signed  and 
dated  Cozette  1779,  originally  at  Petworth, 
Sussex.  Mayorcas,  London. 


Terracotta,  49  cm.  high,  30  cm.  wide,  glazed 
mirror,  attributed  to  Andrea  della  Robbia 
(1435-1528),  widely  exhibited  in  Italy  in  recent 
years.  Galleria  Luigi  Bellini,  Florence. 


Below.  Hendrick  Averkamp.  Winter  Scene  on  Ice,  panel,  18.5  23.2  cm., 
signed  with  monogram.  Kunsthaudel  P.  de  Boer,  Amsterdam. 


English  Regency  period  rosewood  library 
table,  with  ormolu  enrichments.  Denys  Wrey, 
Ltd.,  London. 


Silver  necklace  set  with  rose  cut  diamonds  in  a 
closed  setting,  44A  cm.  long,  made  in  Holland 
c.  1770.  Premsela  &  Hamburger,  Amsterdam. 
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The  success  of  Alfred  Stevens  at 
the  Exposition  Universelle  of  1867 

PETER  MITCHELL 


AS  the  works  of  the  Impressionists  rise  higher  and  higher  in 
esteem  and  value,  their  shadow  lifts  to  allow  a  fresh  look  at 
I  their  lesser  contemporaries.  Some  are  justly  forgotten,  others 
unjustly  neglected — none  more  so  than  the  Belgian  painter, 
!  Alfred  Stevens,  1823-1906. 

For  Stevens,  the  great  1867  Exposition  Universelle  at  Paris, 
was  the  first  triumph  in  a  consistently  successful  career.  As  a 
'Parisicn  beige'  of  many  years  residence,  Stevens  had  ahead}' 
established  himself  as  the  most  notable  Belgian  painter,  rivalling 
the  great  Baron  Leys,  then  nearing  the  end  of  his  career.  Accord- 
ingly, Stevens  was  given  generous  representation  in  the  Belgian 
pavilion  of  the  Exhibition,  with  eighteen  of  his  works  hung. 
There  were  new  pictures  alongside  those  of  previous  years, 
forming  a  miniature  retrospective  exhibition,  which  told  the 
story  of  his  rise  to  fame. 

Among  the  eighteen  pictures  was  one  of  twelve  years  earlier, 
La  Alendicite  toleree  (No.  1),  reminding  the  critics  of  the  start 
of  Stevens'  career.  In  Brussels,  the  exiled  presence  of  the  great 
David  had  been  the  dominant  influence  on  the  then  modest 
Belgian  school,  an  influence  which  lingered  long  after  his  death. 


1.  La  Mendicite  toleree.  Oil  on  canvas,  signed,  1-28  1111.(50',  39Hnches). 
Musee  Royal  des  Beaux-Arts,  Antwerp. 


Stevens'  first  instruction  was  from  Navcz,  a  David  pupil,  but 
in  common  with  so  many  Belgian  painters,  Stevens  decided  to 
seek  his  fortune  in  Paris,  where  his  elder  brother  Joseph,  an 
animal  painter,  had  already  exhibited  successfully  at  the  Salon. 
He  took  with  him  a  thoroughly  sound  technique  as  a  draughts- 
man and  painter,  and  an  insatiable  appetite  for  painting.  Under 
the  influence  of  Courbet — who  painted  his  portrait — Stevens 
turned  to  scenes  of  contemporary  popular  life  which,  like 
Mendicite  toleree,  held  a  strong  social  comment.  In  the  1850's, 
some  critics  had  been  taken  aback  by  the  spectacle  of  this  poor 
woman  and  her  huddled  child  outside  the  rich  silver  boutique. 
When  it  was  shown  at  Lyons  in  i860,  Leon  Lagrange1  wrote, 
'it  is  not  a  little  astonishing  to  see  realism  gone  astray  to  the 
point  where,  in  a  painting,  it  tries  to  achieve  a  purely  literary 
idea,  .  .  .  cette  pcinturc  heretique.  Yet,  it  did  not  prevent  critics 
and  juries  from  applauding  the  way  the  subject  had  been  painted. 
Indeed,  Stevens  had  his  first  notable  success  with  a  picture  in 
this  vein,  Ce  qu'on  appelle  le  vagabondage,2  at  the  Exposition 
Universelle  of  1855.  Soldiers  were  depicted  leading  away  a  sad 
group  of  vagabonds,  an  everyday  event,  but  nonetheless  sensa- 


2.  Tons  les  Bonheurs.  Oil  on  canvas,  signed,  116  89  cms.  (454  35  inches). 
Musees  Royaux  des  Beaux-Arts,  Brussels. 
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tional,  then,  as  the  subject  of  a  painting.  When  the  Emperor 
saw  it,  he  disapproved,  and  wanted  it  taken  down,  declaring  that 
rounding  up  vagabonds  was  not  the  work  of  soldiers  of  France. 
The  picture  stayed,  Stevens  won  a  medal,  and  from  then  on 
transport  was  provided  for  collecting  vagrants! 

At  this  time,  Stevens  had  already  begun  to  paint  intimate,  little 
genre  scenes  of  feminine  activity  in  the  home,  and  soon  he 
abandoned  'social  realism'  to  concentrate  on  this  subject  which 
was  to  make  his  fame  and  fortune.  By  1861,  the  transformation 
was  complete  with  works  like  Tons  les  Bonheurs  (No.  2),  first 
seen  at  the  Salon  of  that  year,  and  now  again  six  years  later  on 
loan  from  the  collection  of  the  distinguished  Jules  van  Praet, 
Belgian  Minister  of  the  Marine.  It  is  difficult  perhaps  to  remem- 
ber that  even  in  i86t  the  painting  of  scenes  from  contemporary 
life,  la  vie  moderne,  was  not  really  an  acceptable  idea  to  academic 
officialdom.  Stevens  was  urged  to  use  his  talents  to  their  proper 
end,  the  depiction  of  great  historical  events.  Camille  Lemonme^ 
the  friend  and  first  biographer  of  the  artist,  recounts  how 
Robert-Fleury  visited  Stevens  on  behalf  of  the  1861  jury,  warn- 
ing him  against  persisting  with  'la  femme'  as  a  subject-matter. 
If,  Stevens  was  told,  he  would  promise  to  change  his  genre,  he 
would  be  awarded  a  medal.  'Keep  your  medal,'  replied  Stevens, 
'and  I  will  keep  my  genre.'  Now,  Leon  Lagrange,  writing  of  the 
1 861  Salon,  could  enthuse  about  'les  poemes  intimes  de  M. 
Alfred  Stevens,'  a  subsequently  much-quoted  phrase. 

In  the  context  of  1861,  it  is  worth  recalling  that  with  the  choice 
of  elegant  genre  scenes  and  his  determination  to  keep  to  them, 


3.  Les  Fleurs  d'Automne.  Oil  on  canvas,  signed,  74-5  55  cms.  (29^  X  2lf 
inches).  Musees  Royaux  des  Beaux-Arts,  Brussels. 


Stevens  was  in  advance  of  younger  contemporaries  like  Tissot. 
Even  by  1863,  Tissot  was  still  under  the  sway  of  Leys,  with  his 
re-creations  of  dramas  in  sixteenth-century  Flanders.  The  critic, 
W.  Burger,4  took  Tissot  to  task  for  his  too  thorough  devotion 
to  the  style  of  Leys,  but  recognised  that  his  sound  technique 
would  serve  him  well  when  he  came  to  paint  directly  from 
nature.  When  Tissot  later  did  so — in  the  Salon  of  1866,  for 
example — Burger  thought  the  results  charming  but  'a  little  too 
much,  perhaps,  in  the  manner  of  Alfred  Steven:,.' 

In  1866  King  Leopold  had  purchased  for  the  Royal  Collection 
Stevens'  La  Visile,  now  one  of  the  gems  of  the  Exhibition  a  year 
later.  The  subject  was  one  to  which  Stevens  constantly  returned, 
and  the  same  is  true  of  another  theme,  the  receipt  of  a  letter, 
typified  by  another  exhibit,  La  Ditchesse,  also  entitled  'The  Blue 
Dress'.  The  backgrounds  of  both  these  paintings  recall  that 
Stevens,  like  his  friends  Manet,  Degas,5  and  Whistler,  v/as  one 
of  the  earliest  enthusiasts  of  the  Oriental  craze.  A  picture,  making 
its  first  appearance  in  1867,  Les  Fleurs  d'Automne  (No.  3),  with 
the  exquisite  pearl-grey  and  black,  remains  one  of  his  best- 
known  works.6 

With  the  elegance,  charm,  and  refinement  of  subject  and 
setting,  the  hint  of  romantic  intrigue,  Stevens  had  perfectly 
captured  the  mood  of  the  Second  Empire,  in  this  year,  1867, 
which  marked  its  apogee.  The  same  qualities,  allied  to  his  love 
of  rendering  every  detail,  every  nuance  of  texture  and  colour, 
evoked  many  comparisons  with  the  seventeenth-century  masters 
— Terborch,  Metsu,  and  Mieris — whose  works  had  always  been 
admired  in  France.  Burger,  whose  pioneer  articles  on  Vermeer 
had  appeared  the  previous  year,  was  most  perceptive  in  this 
respect.  He  readily  understood  that,  as  with  the  earlier  masters, 
the  subject  was  merely  a  pretext  for  painting,  and  an  inexhaustible 
one.  He  also  saw  that  Stevens,  unlike  many  genre  painters,  never 
became  laborious  in  handling  detail,  and  found  in  his  small-scale 
scenes,  'the  breadth  of  technique  one  would  expect  in  a  painting 
of  large  dimensions'.  Burger  would  like  to  have  seen  Stevens 
awarded  a  medal  of  honour  and  not  just  the  first-class  medal 
that  he  did  receive.  He  was  also  made  Officer  of  the  Legion 
d'Honneur. 

For  his  part,  Stevens  was  delighted  to  find  a  critic  so  apprecia- 
tive of  his  aims,  and  wrote  Burger  a  long  letter.  One  sentence 
in  that  letter7  is  typical  of  the  approach  of  Alfred  Stevens, 
'I  would  wish,  above  all,  that  in  each  of  my  paintings  the 
dominant  note  is  that  of  painter.' 

The  author  of  this  article  is  preparing  a  monograph  on  Alfred 
Stevens,  and  wishes  to  thank  the  many  museum  staffs,  librarians, 
private  collectors,  auctioneers,  dealers,  and  all  those  who  have  already 
given  invaluable  co-operation.  He  would  be  grateful  if  owners  of 
authentic  works  by  Stevens,  and  anyone  in  possession  of  letters  and 
documents  relating  to  the  artist,  would  communicate  with  him  at 
8  New  Bond  Street,  London  WiY  9PE.  Confusion  arises  between 
Alfred  Stevens,  the  subject  of  this  article,  and  the  English  artist  Alfred 
George  Stevens  (1817-1875),  with  whom  there  is  no  connection. — 
Editor. 


NOTES 

1.  Gazette  des  Beaux-Arts,  i860,  V.,  p. 344. 

2.  Today  in  the  Musee  National  du  Chateau  de  Compiegne. 

3.  Camille  Lcmonnier.  'Alfred  Stevens  et  son  oeuvre',  Bruxelles,  1906. 

4.  Pseudonym  of  E.J.  T.  Thore.  Salons  de  W.  Biirger,  Paris,  1870. 

5.  Degas  was  to  be  godfather  to  his  daughter,  Catherine. 

6.  F.  Novotny.  'Painting  and  Sculpture  in  Europe  1 780-1 880',  Phaidon,  i960, 
plate  150B. 

7.  Unpublished  correspondence  in  the  possession  of  the  artist's  grand-daughter. 
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Continental  Dispatch 


FROM  GERALD  SCHURR 


Hamburg.    A  tribute  to  Pierre  Bonnard 

IT  is  twenty  years  since  Pierre  Bonnard  died. 
This  lapse  of  time  permits  us  to  assess  his 
great  influence  on  contemporary  art  and  his 
daring  and  constantly  changing  interpretation 
of  realism  and  everyday  life.  The  bridge 
between  the  decline  of  Impressionism  and  the 
pioneers  of  modern  art  is  illustrated  with  great 
insight  in  a  very  important  exhibition  devoted 
to  Bonnard  at  the  Kunstverein,  Hamburg  until 
April  7th. 

Geneva.  Pascin 

THE  Musee  de  l'Athenee  is  showing,  until  the 
end  of  April,  the  disturbing  compositions — 
canvases  and  watercolours — of  a  Bulgarian  who 
is  still  one  of  the  greatest  representatives  of  the 
international  artists  who  frequented  Mont- 
parnasse  between  the  wars  in  the  Paris  of  the 
Annies  Folles.  At  first  he  collaborated  with  the 
famous  Simplicissimus,  then  he  captured  the 
American  public  and  later  settled  in  Paris 
where  he  quickly  found  success.  Despite  this 
he  was  discovered  hanged  in  his  studio  in  1930 
the  very  day  before  the  opening  of  his 
exhibition  at  the  Galcrie  Georges  Petit.  He  was 
45.  Erotic  and  mystic  at  the  same  time,  Pascin 
evolved  a  deeply  personal  art  in  which  half-wits 
were  used  to  create  an  impression  of  evanescent 
pleasure. 

Paris.    A  new  centre  for  antiques 

THE  advantage  of  concentrating  antiques  in 
one  place  have  long  been  realised  in  London. 
It  allows  anyone  interested  to  examine  quickly 
a  wide  range  of  objects;  hence  the  recent  success 


of  Antique  Markets  in  England,  Holland,  and 
Belgium.  Now  Paris  has  just  opened  a  Coin 
mix  antiquaires  reserved  for  17  specified  dealers 
(with  a  tea-room)  which  offers  antiques 
authenticated  by  a  permanent  central  body,  at 
54  rue  Faubourg  Saint-Honore,  opposite  the 
British  Embassy. 

Paris.    Rembrandt  and  his  time 

AMONG  the  many  exhibitions  mounted 
throughout  the  world  to  mark  the  tri-centenary 
of  the  death  of  Rembrandt,  the  Louvre  has 
already  shown  a  collection  of  etchings  and  has 
now  assembled  (until  April  27th)  260  drawings 
of  both  master  and  pupils.  Many  are  on  view 
for  the  first  time  and  have  been  lent  by  pro- 
vincial museums  and  some  museums  in  Paris. 
The  grouping  according  to  subjects  (land- 
scapes, biblical  scenes,  portraits,  home  life) 
demonstrates  in  the  hundred  drawings  by 
Rembrandt  the  deepening  emotion  of  the 
artist  as  he  grew  older.  As  his  feelings  became 
stronger  his  manner  developed  until  his  touch 
was  inimitable,  until  the  theme  dramatically 
submerged  in  an  air  of  mystery  by  contrasts  of 
light  and  shade  from  which  insubstantial  tonus 
emerged.  By  the  side  of  Christ  on  the  Cross,  the 
most  important  of  the  50  scenes  on  view  from 
the  Old  and  New  Testament,  can  be  seen 
several  works  formerly  attributed  to  Rem- 
brandt but  now  questioned.  It  is  interesting  to 
see  these  major  works  in  conjunction  with 
those  of  Rembrandt's  pupils  (Gerard  Dou, 
Flinck,  Lievens)  or  the  landscapes  of  his 
contemporaries,  Van  Goycn  and  Ruisdael,  for 
instance,  or  the  Mannerist  compositions  of 


Goltzius  and  Bloemaert.  This  is  proof  also  of 
how  incredibly  prolific  were  the  artists  of  the 
seventeenth  century — the  Golden  Age  of  Dutch 
painting. 

Changes  at  the  Louvre 

WE  must  not  leave  the  Louvre  without 
mentioning  the  considerable  rearrangement 
which  has  completely  altered  the  presentation 
of  the  pictures.  Classification  according  to  date 
has  replaced  aesthetic  considerations.  Pictures 
have  been  re-grouped  in  schools  and  this  has 
the  advantage  of  offering  a  coherent  image  of 
the  painting  of  each  country  but  the  disad- 
vantage of  separating  them  and  failing  to 
emphasise  the  affinity  between  the  arts  of 
different  countries — the  influence,  and  points  in 
common.  To  their  critics  the  new  conservations 
at  the  Louvre  reply  that,  in  the  near  future, 
adjoining  rooms  will  show  the  close  connections 
between  the  great  European  schools.  But  the 
problem  is  to  satisfy  the  contradictory  demands 
of  a  huge  public  and  to  exhibit  in  a  reasonable 
manner  more  than  5,000  pictures.  At  any  rate 
422  metres  of  the  Grande  Galeric  are  for  the 
most  part  devoted  to  the  chronological  develop- 
ment of  French  painting,  followed  by  early 
Italian  painting  from  Cimabue  and  Giotto  to 
the  Renaissance.  The  lay-out  is  clear,  restrained 
and  modern  on  neutral  backgrounds,  occasion- 
ally intersected  by  square  glass  cases  to  break 
the  monotony  ot  the  enormous  gallery.  We 
saw,  last  month,  how  with  the  addition  to  the 
museum  of  the  Pavillion  dc  Flore  there  were 
now  4,600  square  metres  of  new  rooms  housing 
part  of  the  Cabinet  des  Dcssins  (125,000  items). 


Rembrandt.  Jan  Six  at  Ijmond.  Wash  drawing,  14    20  cm.  Louvre.  2.  Grande  Galerie.  Louvre. 

"*     •  .  
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3.  Lancia  D  50.  1954.  Exhibition:  BolideDesign. 
Musee  des  Arts  Decoratifs. 


Spanish  painting,  and,  on  the  ground  floor, 
eighteenth  and  nineteenth  century  French 
sculpture. 

Paris.    Flemish  Expressionists 

ON  view  at  the  Orangerie  until  April  20th  are 
highly  coloured  canvases  covering  one  of  the 
richest  and  least  well-known  periods  in  the 
history  of  art:  Flemish  painting  from  Ensor  to 
Permeke.  The  interiors  of  Henri  de  Braekelecr 
and  the  landscapes  of  Van  den  Berge  and 
Brusselmans  are  full  ot  well-being  and  vigour. 
It  was  Permeke,  who  died  in  1951,  who  was 
the  best  exponent  of  this  Flemish  Expressionism 
with  his  strong  personality,  instinctive  and 
primitive  vision  and  his  brutal  and  generous 
touch.  The  art  of  James  Ensor  is  of  a  different 


order.  He  combined  to  the  point  of  caricature 
a  very  Flemish  truculence  with  tragi-comic 
subjects  (masks,  skeletons)  through  which  he 
came  near  to  Surrealism.  Evcnepoel  who  did 
most  of  his  work  in  France  and  died  in  1899  at 
the  age  of  27  used  colour  after  the  style  of 
Manet,  and  and  Rik  Woutcrs  bore  the  stamp 
of  Cezanne  with  his  bright  Fauvcs  character- 
istics. 

Bolide  Design 

THE  great  hall  ot  the  Musee  des  Arts  Decor- 
atifs in  Paris  (107  rue  de  Rivoli)  is  filled  until 
April  30th  with  works  ot  art  of  an  unusual 
nature:  'bolide'  cars.  Products  of  a  pre- 
occupation with  technical  and  functional  needs, 
their  construction,  in  strict  accordance  with  the 


laws  of  aerodynamics  and  mechanical  precision, 
achieves  a  purity  of  line  and,  as  they  are  such 
familiar  objects,  thereby  plays  a  vital  part  in 
modern  design. 

Paris.    The  Medal  in  the  time  of  Louis  XIV 

LOUIS  XIV  considered  the  medal  the  most 
appropriate  means  of  perpetuating  his  fame.  It 
has  never,  before  or  since,  been  so  closely 
associated  with  political  life.  The  important 
exhibition  mounted  at  the  Flotel  de  la  Monnaie 
(11,  Quai  de  Conti,  until  April  15th)  is  there- 
fore, with  its  654  items,  a  record  of  the 
victories,  of  political  events,  of  the  realisation 
of  great  architectural  projects,  of  the  image  of 
poets  and  artists,  in  short  of  the  entire  social  life 
of  the  Grand  Siick. 


4.  Jean  Varin.  Bust  of  Louis  XIV  in  antique  armour.  Exhibition  at  the  Musee  de  la  Monnaie:  The  Medal  in  the  time  of  Louis  XIV. 
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1.  Pair  flintlock  holster  pistols  by  Bennett, 
Royal  Exchange,  London,  with  walnut  stocks 
and  chased  silver  furniture  by  Moses  Brent, 
London,  1781  and  WG,  Birmingham,  1780. 
Length  15  inches.  ^1,942  (Christie's). 

2.  One  of  a  pair  or  Imperial  Russian  silver 
monteiths  by  Robert-Joseph  Atiguste,  Paris, 
1779.  From  the  de  Kazan  service.  Length 
33-5  cm.  149,000  francs  (Mes  Ader  and  Picard, 
Palais  Galliera,  Paris). 

3.  Eugene  J.  Verboeckhoven  and  Louis  P. 
Vcrwee.  Frozen  river  scene  with  figures  skating. 


Signed.  25  36A  inches.  _£"2,ioo  (Phillips,  Son 
and  Neale). 

4.  Louis  XVI  marquetry  and  ormolu  bureau  a 
cylindre  by  David  Roentgen.  125  116  67-5 
cm.  121,000  francs  (Mes  Ader  and  Picard,  Palais 
Galliera,  Paris). 

5.  Paul  Manship.  Diana.  Signed  and  dated  1921. 
Bronze,  height  39  inches.  $5,500  (Parke-Bernet, 
New  York). 

6.  19th-century  Louis  XVI-style  mahogany  and 
ormolu  commode  signed  by  Paul  Sormani, 
Paris.  In  the  manner  of  Jean  Francois  Leleu. 


International 
Saleroom 


9 


36'  57  inches.  $2,800  (Parke-Bernet,  New- 
York). 

7.  Very  rare  Frankcnthal  porcelain  pcepshow 
group.  Height  8 J  inches.  Crowned  Carl  Theo- 
dore mark  in  underglaze  blue.  /"l,200  (Sothe- 
by's). 

8.  Pierre  Auguste  Renoir.  Uescalier,  Alters, 
c.  1882.  28i  23^  inches.  $230,000  (Parke- 
Bernet,  New  York). 

().  Mid  17th-century  German  engraved  pewter 
peg  tankard.  Height  12  inches.  /500  (Sothe- 
by's). 
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10.  William  Williams.  Rev.  John  Basset  Collins, 
his  wife  Elizabeth  and  son  Francis.  40  .-  50  inches. 
,£3,000  (Sotheby's). 

11.  Early  17th-century  tapestry,  probably  Flem- 
ish. 4  m.  45  x  2  m.  57.  130,000  francs  (Mes  Ader 
and  Picard,  Palais  Galliera,  Paris). 

12.  One  of  a  pair  of  late  18th-century  Russian 
glass  and  ormolu  candelabra  from  the  Gatchina 
Palace,  St.  Petersburg.  Height  34]  inches. 
$11,000  (Parke-Bernet,  New  York). 

13.  Alberto  Giacometti.  Groupe  des  trois 
hommes,  c.  1948-49.  Height  25^  inches.  $110,000 
(Parke-Bernet,  New  York). 

14.  Peter  Paul  Rubens.  The  rape  of  the  Sabine 
women.  Panel  22  X  34j  inches.  Sold  with  its 
companion  The  reconciliation  of  the  Romans  and 
Sabines.  ,£350,000  (Sotheby's). 

15.  Piedmontese  semi-eliptical  marquetry 
commode,  c.  1800.  Width  49A  inches.  .£546 
(Christie's). 

16.  Aelbert  Cuyp.  Extensive  landscape  ivith 
shepherds  and  sheep.  Signed.  Panel  15A  X  2l£ 
inches.  ^"52,500  (Christie's). 


17.  Auguste  Rodin.  Bellona,  c.  1878.  Bronze, 
height  32  inches.  .£7,350  (Christie's). 

18.  Paul  Delvaux.  La  Ville  endormie,  signed  and 
dated  5-38.  53      67  inches.  .£32,000  (Sotheby's). 

19.  William  Etty.  Catherine  Etty,  the  artist's 
niece,  1811.  23f  X  19  inches.  ^525  (Christie's). 

20.  Rare  14th-century  green-glazed  English 
pottery  oil  jug.  Length  3^  inches.  ^90  (Sothe- 
by's). 

21.  Set  of  four  George  II  silver  candlesticks  by 
John  Priest,  1753.  Weight  7U  oz.  ^4,500  (King 
and  Chasemore,  Pulborough). 

22.  Henry  Moore.  Standing  figures  with  rock 
background,  signed  and  dated  '45.  Coloured 
crayons  with  pen  and  black  ink  15J  22  inches. 
,£8,400  (Christie's). 

23.  Giorgio  Morandi.  Grande  natura  morta  con  la 
lampada  a  destra.  Etching,  signed  and  dated  1928 
and  inscribed  'prova  di  stampa'.  ^"1,785  (Chris- 
tie's). 

24.  Claude  Monet.  La  jetee  du  port  du  Havre,  par 
mauvais  temps.  Signed,  inscribed  and  dated  1870. 
19  <      24  inches.  £74,600  (Christie's). 

25.  Francis  Bacon.  Dog,  1952.  78  54*  inches. 
.£18,500  (Sotheby's). 

26.  Early  17th-century  Persian  carpet.  15  ft.  9  in. 
6  ft.  11  in.  ,£5,600  (Sotheby's). 

27.  Edward  Lear.  Collection  of  more  than  120 
pen  and  ink  nonsense  drawings,  mostly  un- 
published. ,£21,000  (Christie's). 
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Bronzes,  Bindings  and  Ceramic  Lettering 

5  January  -  30  January  [970 
All  Hallows  on  the  Wall, 
83  London  Wall,  E.C.2. 
Reviewed  by  george  dunton 

Since  [962  the  Guild  Church  of  All  Hallows  on 
the  Wall  has  been  used  not  only  tor  services  but 
to  house  a  regular  scries  of  exhibitions  and  other 
activities  promoting  the  arts.  It  is  run  by  the 
Council  tor  the  Care  of  Churches  as  a  Christian 
Arts  Centre.  The  light,  elegant  interior  plaster 
w  ork  ot  George  Dance  the  Younger  has  been 
carefully  restored  in  white  and  gold.  It  is  worth 
visiting  in  itself. 

The  exhibition  consists  of  small  bronzes  by 
Edgar  Mansfield,  ceramic  display  letters  and 
majolica  tile  inscriptions  by  Madeleine  Dinkel 
and  bindings  by  Philip  Smith. 

Always  competent  the  ceramics  lack  typo- 
graphical invention  but  never  the  potter's  skill. 
The  majolica  tiles  decorated  with  inscriptions  in 
a  delicate,  modest  style  again  reveal  a  potter  and 
calligrapher  who  cares  about  craftsmanship  but 
who  is  really  pre-Gill  in  outlook.  Nevertheless 
Madeleine  Dinkel  is  a  name  tor  committees  to 
remember  when  they  wish  to  honour  a  former 
Chairman  or  President — or  even  their  Archi- 
tect ! 

The  bookbinding  is  represented  by  the  work 
of  Philip  Smith  who,  referring  to  his  work.savs 
'The  content  of  a  book  determines  both  the 
structure  and  design  (of  the  binding)  which  is 
usually  expressed  by  analogous  or  symbolic 
imagery'.  This  concept  is  realised  in  his  work 

1.  Binding  by  Philip  Smith  for  'Unseen 
Warfare'  in  red  and  dark  brown  morocco 
with  main  division  outlined  with  royal  blue 
and  vermillion  feathered  onlays.  Gilt  titling. 
All  Hallows  on  the  Wall. 


w  ith  skill  and  imagination  :  the  bindings  extend 
an  invitation  to  open  the  books,  the  decoration 
docs  not  simply  till  a  rectangular  surface  but  the 
hook  is  enclosed  in  a  sheath  of  colour  and 
pattern  which  leads  on  to  the  printed  text.  I  le 
is  a  craftsman  of  the  highest  order  who  has 
developed  techniques  which  make  possible  a 
magnificent  richness.  His  colours  in  leather  arc 
ot  such  clear  bright  intensity  that  the  showcase 
displaying  his  work  bears  a  label  'These  are  not 
paintings'.  This  is  achieved  with  reconstituted 
leather — finely  shredded  and  placed  with  im- 
maculate precision,  yet  always  part  of  a  bold 
statement. 


2.  Haniwa  figure  of  an  ape.  Clay,  height  25 
cm.  Tumulus  period,  6th~7th  century.  I\aka- 
zara  Collection,  Tokyo.  Kunsthalle ,  Cologne. 


Art  Treasures  from  Japan 

15  November  -  11  January  1970 
Kunsthalle,  Cologne. 
Reviewed  by  Oliver  impey 

The  exhibition  of  Art  Treasures  from  Japan, 
held  in  Zurich  and  Cologne  at  the  end  of  1969 
and  first  few  days  of  1970,  was  possibly  the  most 
comprehensive  collection  to  be  lent  to  Europe 
by  Japan.  In  1958  an  exhibition  in  the  Hague, 
Rome,  London  and  Paris  was  confined  to 
painting  and  sculpture,  as  was  the  great  Berlin 
exhibition  of  1939. 

The  1969  exhibition  covered  also  ceramics, 
lacquer  and  fabrics,  without  placing  undue 
emphasis  on  these  minor  arts.  Articles  were 
drawn  from  many  sources,  including  museums, 


temples  and  private  collections,  and  the  choice 
was  made  partly  by  the  Japanese,  partly  by  the 
European  curators.  Several  of  the  objects  exhi- 
bited are  registered  in  Japan  as  National  Trea- 
sures and  many  are  famous  through  being  re- 
peatedly illustrated  in  books. 

For  those  unfamiliar  with  Japanese  art  this 
must  be  a  perfect  introduction:  all  the  major 
periods  and  schools  were  represented  by  first- 
rate  examples.  For  those  more  familiar,  it  was 
a  delight  to  see  so  many  well-known  objects 
and  paintings,  and  to  be  able  to  see  them  so 
well.  It  was  of  course,  a  particular  joy  to  see  so 
much  sculpture,  and  to  be  able  to  see  it  from 
all  angles  of  view. 

It  is  sad  that  the  arranging  of  exhibitions  is  so 
difficult  that  we  can  only  have  such  a  show  once 
in  ten  years.  So  difficult  and  expensive  has  it 
become,  indeed,  that  this  may  very  well  have 
been  the  last  of  its  type.  "We  must  hope  not. 


Drawings  by  Italian  Old  Masters 

23  March  -  10  April  1970 
Folio  Fine  Art, 
6  Stratford  Place,  W.i. 
Reviewed  by  david  coombs 

This  year's  spring  exhibition  comprises  a  small 
and  charming  selection  of  Italian  drawings 
ranging  in  date  from  the  early  part  of  the 
sixteenth  to  the  late  eighteenth  centuries.  For 
those  unable  to  call  personally  an  illustrated 
catalogue  is  available  by  post. 

The  drawings  are  hung  as  far  as  possible  in 
date  order  and  following  this  uncommon 
example,  the  earliest  among  those  that  especially 
interests  me  is  a  Last  Supper  in  pen,  brown  ink 
and  wash  by  Giovanni  Battista  Ricci  da  Novara 
(t537-io72)-  This  is  of  unusual  proportions 
being  rather  more  than  three  times  as  long  as  it 
is  high.  The  apostles  and  their  attendants  are 
drawn  in  a  shallow  and  undulating  line  relieved 
only  by  their  exaggerated  attitudes,  which 
contrast  with  the  still  figure  of  Christ.  There  is 
something  so  deliberately  flat  and  architectural 
about  it  all,  that  it  looks  as  if  it  might  well  be  a 
preliminary  design  for  a  fresco,  especially  as 
there  are  traces  of  red  chalk  squaring  up. 

There  is  an  unexpectedly  Flemish-looking 
drawing  ot  an  Italian  Landscape  with  Villa  and 
Waterfall  by  the  Florentine  artist  Remigio  Can- 
tagallina  (1 582-1630).  There  is  no  wash  used 


3.  Giovanni  Battista  Ricci  da  Novara.  The 
Last  Supper.  Pen,  brown  ink  and  brown  wash 
6|      195  inches.  Folio  Fine  Art. 
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here,  the  effects  of"  light  and  shade  being 
achieved  only  by  relatively  short  pen  strokes 
varying  in  length  and  direction  as  well  as 
denseness  and  intensity. 


4.  Christoffel  van  den  Berghe.  A  Flower 
Piece.  Panel  13]      9]  inches.  Richard  Green. 


Dutch  and  Flemish  Old  Masters 

8  April  -  9  May  1970 
Richard  Green, 
36  Dover  Street,  W.i. 
Reviewed  by  marina  vaizey 

The  first  Richard  Green  exhibition,  as  such,  of 
Old  Masters,  primarily  seventeenth  century 
Dutch  and  Flemish  artists;  and  a  few  sparkling 
contemporary  Italian  classical  pictures,  has  taken 
almost  two  years  to  prepare,  and  the  result  is  a 
dazzling  collection  of  about  26  unusual  and 
rare  landscapes,  interiors  and  flowerpieces,  all 
pictures  of  museum  quality,  primarily  from 
private  collections,  and  in  excellent  condition. 

An  extremely  rare  flower  piece  by  Christoflcl 
van  den  Berghe  (only  one  flower  painting  of 
his,  from  the  Johnson  Collection,  has  heretofore 
been  published)  is  superbly  painted,  the  vertical 
axis  of  an  iris  with  a  tulip  either  side  crowning 
the  collection  of  smaller  flowers,  held  by  a  Delft 
vase,  probably  an  interpretation  of  an  Oriental 
motif;  the  enchanting  detail,  the  ladybird  on 
the  table,  the  dragonfly  and  butterfly  poised  on 
petals,  is  characteristic.  In  contrast,  equally  dis- 
playing the  scvcntcenth-ccntury  masters'  quali- 
ties of  precision  and  meticulous  handling  of 
paint,  is  the  oil  on  copper  Interior  of  a  Church  by 
Dirck  van  Dclcn,  signed  and  dated  1628:  stone 
and  tile  is  lit  glowingly  by  daylight,  the  whole- 
given  an  effect  of  austere  grandeur  by  the 
precise  modelling  of  the  depths  and  recessions 
of  the  vastness  of  the  interior,  punctuated  by  the 
wonderfully  handled  groups  of  worshippers. 

An  extraordinary  painting  on  a  large  scale, 


oil  on  canvas,  is  by  Abraham  Mignon,  1640- 
1679,  part  landscape,  part  still  life,  depicting 
such  as  lizards,  a  frog,  a  bird's  nest,  an  Italianate 
grotto;  titled  Hollyliocks,  irises,  insects,  birds  and 
other  small  animals  in  a  cave.  It  is  totally  fascin- 
ating, its  Mannerist  tendencies  and  impeccable 
technique  giving  it  a  dimension  beyond  reality. 

I  was  much  taken  by  the  marvellous  genre 
fantasia,  In  the  house  of  a  collector,  by  Frans 
Francken  II,  oil  on  panel,  signed  and  dated  1636, 
the  three  men  in  the  studio  deep  in  discussion, 
surrounded  by  paintings  and  antiquities,  com- 
plete with  a  pet  monkey  playing  in  the  fore- 
ground, and  a  balcony  with  blue  landscape 
beyond.  There  is  a  beautiful  painting  of  flowers 
in  a  glass  vase,  the  veined  petals  translucent, 
almost  quivering  in  the  invisible  currents  of  air, 
by  Nicolaes  van  Verendael. 


Paul  Nash 

18  March  -  11  April  1970 
Ha  met  Gallery, 
8  Cork  Street,  W.i. 
Reviewed  by  marina  vaizey 

The  exhibition  of  watercolours  and  drawings 
by  Paul  Nash,  1889-1946,  is  a  first-rate  collec- 
tion, showing  various  aspects  of  Nash's  idiosyn- 
cratic mastery  of  watercolour.  The  delicacy 
and  particular  idiom  of  his  watercolours  arc 
famous  and  well  represented  in  museums  and 
notable  private  collections,  but  it  is  rare  to  see 
such  a  comprehensive  collection  within  the 
framework  of  .1  Cork  Street  gallcr\  -the  List 
such  exhibition  occurred  nine  years  ago — and 
the  work  of  Paul  Nash  particularly  benefits 
from  such  an  intimate  setting.  All  periods  are 
represented,  and  form  an  excellent  first  instal- 
ment, as  it  were,  in  anticipation  of  the  exhibi- 
tion planned  for  1971  at  the  Tate. 

Paul  Nash  was  a  painter,  wood-engraver, 
book  illustrator,  designer  for  industry  and  the 
theatre,  photographer,  critic,  essayist  and  an 
official  war  artist  in  both  wars.  Watercolour  is, 
of  course,  one  of  the  most  difficult  and  naked, 
if  you  like,  of  media;  it  is  almost  impossible  to 
hedge,  fudge  or  hide;  and  I  am  hardly  alone  in 
believing  that  Paul  Nash  is  one  of  the  few 
twentieth-century  watercolour  masters.  He  was 
a  highly  intellectual  artist;  intelligence,  honesty 
and  clarity  loom  large  as  Nash  characteristics, 


qualities  directly  illuminated  in  his 
which  arc  highly  structured,  delicate, 
formidably  composed.  A  heartfelt  emot 
controlled  by  an  intellectual,  even  austere, 
approach  to  various  visual  problems.  His  cxti 
ordinary  wartime  watercolours  have  a  unique 
beauty,  delineated  by  nightmares  of  sinister  anu 
poetic  fantasy:  Moonlight  I  'oyage;  Flying  Against 
Germany  1940;  Follow  the  Fuehrer;  Over  the 
Snows;  Into  the  Sky;  Under  the  Water,  the  last 
three  employing  a  remarkable  use  of  collage. 
Throughout  his  work  intimacy  and  grandeur 
are  intermingled,  a  curious  juxtaposition  of 
qualities  of  observation  and  involvement.  His 
landscapes  are  rarely  populated;  the  Dymchurch, 
1923,  in  the  exhibition  is  a  notable  exception 
from  one  of  his  finest  periods. 

The  exhibition  includes  many  fine  French  and 
English  landscapes,  studies  of  sunsets,  and  a  few 
domestic  interiors.  The  entire  collection  is 
informed  with  a  precise  irony  and  an  clement  of 
ceremony;  the  qualities  of  dreams  twine  like 
ivy  round  the  formalised  compositions  which 
hint  at  abstraction. 


Hay  ward  Gallery. 


5.  Paul  Nash.  Moonlight  voyage:  flying  against 
Germany,  1940.  Watercolour  and  pencil  16 
21  inches.  Hamet  Gallery. 


Rodin — sculpture  and  drawings 

24  January  -  s  April  1970 
Hayward  Gallery, 
South  Bank,  S.E.i. 

Organised  by  the  Arts  Council  of  Great  Britain 
and  the  Association  Francaise  d' Action  Artis- 
tique. 

Reviewed  by  DENIS  THOMAS 

Rodin's  reputation  was  established  early  in 
England.  He  first  came  here  in  1881,  at  the 
urging  of  his  friend  Alphonse  Legros,  and 
shortly  afterwards  made  some  important  friend- 
ships in  London's  art  world.  He  succeeded 
Whistler  as  President  of  the  International  Society 
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ot  Sculptors,  Painters  and  Gravers,  and  found 
a  host  of  admiring  patrons  among  English  col- 
lectors and  literati.  To  sec  him  at  the  Hayward 
Gallery,  whose  austere  interiors  arc  this  time 
exactly  suited  to  the  exhibition,  is  to  accept  at 
once  that  Rodin  is  a  master.  Fashion  has  rele- 
gated him  in  recent  years  to  the  status  of  a 
throwback.  This  exhibition  reaffirms  the  view 
his  contemporaries  held  of  him,  that  he  was 
probably  the  greatest  sculptor  since  Michel- 
angelo. 

Most  of  the  too-familiar,  somewhat  gushing 
pie*  es  have  been  left  out.  What  we  now  see  is 
the  work  of  a  man  for  whom  the  human  body 
was  more  than  an  assemblage  of  bones  and 
flesh — it  was  the  basis  of  all  sculpture.  There 
are  no  simplifications  or  abstractions:  his  figures, 
caught  in  action,  stretch  to  the  limit  the  expres- 
sive possibilities  of  head  and  sinew,  skin  and 
groin,  so  charged  with  energy  that  they  seem 
not  monumental  but  alive. 

We  have  come  so  far  from  Rodin's  view  of 
what  sculpture  is  about  that  to  see  him  as  if  for 
the  first  time  might  seem  like  plunging  into  a 
no  longer  relevant  past.  But  we  do,  these  days, 
share  his  candour  about  the  human  body,  and 
look  at  it  (as  he  did)  with  unashamed  erotic 
admiration.  From  that  starting  point  even  the 
abstractionists  will  find  something  here  to  startle 
and  disturb  them.  He  made  men  without  heads 
or  limbs  whose  masculinity  has  the  power  to 
reproach  and  remind  us,  and  women  whose 
femininity  emerges  untroubled  from  the  contor- 
tions in  which  he  discovers  it.  As  an  interlude, 
one  can  enjoy  the  selection  of  drawings,  chosen 
from  the  many  hundreds  which  he  scattered 
around  him  as  he  worked.  To  quote  Henry 
Moore,  in  a  conversation  reprinted  as  a  preface 
to  the  catalogue,  'A  lot  of  young  artists  want  to 
start  with  a  simplified  boiled-down  soup  with- 
out ever  having  had  the  bones  and  stock  to 
make  it  from.  I  don't  think  we  can  do  that.' 

Picasso:  347  engravings 

6  March  -  19  April 
Institute  of  Contemporary  Arts, 
Nash  House,  The  Mall,  S.W.i. 
Reviewed  by  peter  fuller 

Picasso's  erotic  engravings,  executed  in  six 
frenzied  months  between  April  and  October, 
1968,  have  enjoyed  a  certain  surreptitious  notor- 
iety among  the  initiated  ever  since.  The  master, 
himself,  helped  to  foster  the  mystique  by 
reserving  the  most  scandalous  for  an  inner 
circle  of  friends  and  associates  at  the  first  Paris 
showing. 

However,  London  is  assumed  to  be  mature 
enough  to  see  all :  the  most  torrid  are  slipped  in 
as  a  supplement  to  the  otherwise  comprehensive 
catalogue  by  Aldo  and  Piero  Crommelynck. 

The  engravings  all  show  the  technical  suprem- 
acy of  Picasso:  he  is  so  sure  of  himself  that  he 
will  etch  in  a  single  session  what  any  purist 
would  only  dare  to  do  in  several  layers.  He 
handles  the  complexities  and  intricacies  of  his 
media  with  an  assurance  w'hich  amounts  to  dis- 
dain, using  engraving  as  a  means  of  expression 
rather  than  a  method  for  the  multiplication  of 
an  image. 


7.  Picasso.  Engraving,  dated  23.8.68.  Cata- 
logue No.  292,  28  X  39  inches.  Galerie  Louise 
Leiris.  Institute  of  Contemporary  Arts. 


The  engravings  are  the  natural  extension  of 
the  great  erotic  series  of  drawings  and  paintings 
he  made  in  1953-54.  Bcrgcr,  in  his  book  'The 
Success  and  Failure  of  Picasso',  stripped  them  of 
their  mystery  and  categorised  them  as  the  erotic 
fantasties  of  an  ageing  man  for  the  sexual 
accomplishments  of  his  youth.  The  new  series, 
with  their  insistence  on  the  mystique  of  the 
boudoir  and  the  amorous  activities  of  courtiers 
and  medieval  odalisques  defy  such  offhand 
treatment.  Like  the  lesser  known  flowers  of 
Beardsley's  richest  erotic  excursions,  Picasso's 
new  works  even  at  their  most  explicit,  clothe 
the  act  of  copulation  with  a  tentative  mysti- 
cism, at  the  same  time  as  sinister  and  arousing 
as  it  is  pure  and  aesthetically  satisfying. 

In  effect,  the  series  is  a  single  work,  an  insist- 
ent statement,  not  so  much  an  essay  in  praise  of 
woman  as  the  1953-54  series  was,  as  a  monu- 
ment to  the  deviously  extravagant  possibilities 
of  sexual  experience. 

Old  master  paintings 

14  April  -  June  1970 
Brian  Koctser  Gallery, 
38  Duke  Street,  S.W.I. 
Reviewed  by  Sibylla  jane  flower 

All  lovers  of  still-life  paintings  will  be  making 
tracks  to  see  the  fine  collection  of  these  Brian 
Koetser  has  assembled  in  his  gallery,  and  those 
to  whom  the  genre  has  not  the  greatest  appeal 


8.  Harmen  van  Steenwyck.  Still  life  with  fish 
on  a  stone  ledge.  Signed.  Panel  io{  ll|  inches. 
Brian  Koetser  Gallery. 


will  do  well  to  take  a  careful  look,  for  in  sheer 
range,  diversity  and  quality,  the  paintings  pro- 
vide an  extraordinarily  vivid  survey  of  this 
fascination  painters  of  the  period  felt  for  natural 
objects — flowers  and  plants,  an  insect,  the  light 
falling  on  a  piece  of  glass  or  a  fork.  The  Plants 
and  Reptiles  of  Otto  Marscus  van  Schrieck — 
snake,  fungi,  insects,  the  toad,  are  all  painted 
with  exquisite  attention  to  detail  and  reflect  the 
painter's  profound  knowledge  of  natural  history 
and  the  live  creatures  he  kept  on  his  estate  near 
Amsterdam.  One  moves  on  to  the  luxurious 
colouring  of  the  Bowl  of  Fruit,  crystal-clear  in 
execution,  by  the  Frenchman  Alexandre- 
Francois  Desportes  or  the  Still-Life  with  Lobster, 
a  work  by  that  rare  painter  Gillis  Jacobsz  van 
Hulsdonck,  or  the  Harmen  van  Steenwyck 
Still  Life  with  Fish  on  a  Stone  Ledge,  in  which  the 
painter's  masterly  handling  of  the  effects  of 
light  and  shade  can  be  seen  in  the  rendering  of 
the  varying  and  contrasting  textures  he  has 
portrayed — from  the  earthenware  waterpot  to 
the  silvery  scales  of  the  fish. 

But  the  still— lifes,  though  they  may  steal  the 
show,  are  not  in  sole  possession.  The  two 
Abraham  Storck  River  Scenes  and  the  Backhysen 
Approaching  Storm  with  its  choppy  sea  and 
menacing  clouds,  the  portraits,  church  interiors 
and  landscapes  provide  no  less  distinguished 
examples  of  their  type.  Two  portraits  should 
perhaps  be  singled  out  for  special  mention,  and 
these  form  a  pair,  painted  by  Willem  van  der 
Vliet  who  worked  under  Miercvclt,  and 
became  President  of  the  Guild  at  Delft  in  1634. 


Scottish  paintings  from  the  collection  of 
Dr.  R.  A.  Lillie 

17  January  -  3 1  January  1970 
Laing  Art  Gallery  and  Museum, 
Higham  Place,  Newcastle  upon  Tyne  1. 
Reviewed  by  william  varley 

The  stereotyped  view  of  Modern  Scottish  art 
is  that  it  is  French-influenced  to  the  point  of 
being  wilfully  indifferent  to  developments  else- 
where. The  French  influence  cannot  be  gain- 
said, of  course;  from  William  MacTaggart, 
'grandfather'  of  Scottish  painting,  to  W.  G. 
Gillies  it  has  exerted  a  continual  and  beneficent 
influence.  But  the  second  charge  is  patently 
untrue:  no  clause  was  written  into  the  'Auld 
Alliance'  committing  Scottish  art  to  a  per- 
petual reliance  upon  France  and  today,  in  fact, 
it  is  as  varied  and  experimental  as  that  any- 
where. 

Thirty  years  ago,  however,  when  Dr.  Robert 
Lillie  began  his  collection,  from  which  a  selec- 
tion was  recently  shown  at  the  Laing  Art 
Gallery,  Newcastle  upon  Tyne,  the  broad  ex- 
perimentation which  is  so  common  today 
hardly  existed  and  Paris  was  still  the  major 
centre  of  artistic  influence.  Dr.  Lillie's  collection 
was  clearly  influenced  by  these  factors,  an  early 
painting  by  MacTaggart  (senior),  for  example, 
being  characterised  by  broken,  Impressionist 
colour  although  its  central  figure,  a  child,  is 
depicted  with  the  enamel-like  smoothness  of 
the  Prc-Raphaelites.  And  so  his  collection  con- 
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9.  W.  G.  Gillies.  Fields  and  river.  Oil  25  34} 
inches.  Dr.  R.  A.  Lillie  Collection.  Laing  Art 
Gallery. 


tinues,  its  emphasis  upon  landscape,  through  the 
work  of  the  'Scottish  Colourists',  Peploe, 
Hunter,  Cadell  and  Ferguson  up  to  that  of  a 
later  generation  including  Elizabeth  Blackadder 
and  Mardi  Barrie.  Outstanding  among  these 
are  Peploe's  Portrait  of  Mrs.  Peploe,  painted  'out 
of  focus'  long  before  that  became  a  cliche  and 
several  of  his  still— lifes  which  marry  Fauvist 
colour  to  strong  form. 

The  most  covetable  paintings  here,  though, 
are  Henry  Lintott's  view  of  the  Sussex  Downs 
and  W.  G.  Gillies'  Fields  and  River.  Both  invite 
our  imaginative  presence.  In  the  dark-toned 
Lintott  one  enters  the  landscape  and  feels  a 
humid  warmth,  a  sensation  generated  by  Lin- 
tott's subtle  modulations  of  warm  greens,  cast 
shadows  and  implied  volumes.  The  Gillies 
engages  the  imagination,  too;  unlike  Lintott's 
tentative  scribblings  its  forms  are  bold  but  its 
colours,  the  blond,  bleached  ochres  and  golds 
of  autumnal  grasses  and  its  light — the  fluctu- 
ating play  of  light  and  shadow  over  the  hills — 
suggest  an  extraordinarily  intense  perception  of 
nature.  And,  indeed,  Gillies  is  one  of  those 
painters  who  enable  us  to  'experience  our 
natural  environment  more  acutely  than  we  do 
before  nature'.  Not  surprisingly,  his  work  is 
Dr.  Lillie's  greatest  enthusiasm — after  music 
perhaps.  A  philosopher  who  formerly  taught 
at  Edinburgh  University,  Dr.  Lillie  was  a  dis- 
tinguished contributor  to  The  Scotsman  and  at 
80  has  a  vivacity  and  wit  (albeit  self-deprecating) 
which  suggest  that  his  collecting  days  are  far 
from  over.  One  hopes  that  English  galleries  will 
have  the  chance  to  see  more  of  his  collection. 
I  at  any  rate  would  welcome  the  opportunity 
to  see  more  of  his  Gillies  watercolours. 


Old  masters  of  the  Dutch,  Flemish  and 
Italian  Schools 

29  April  -  30  May  1970 
Legcr  Galleries, 
13  Old  Bond  Street,  W.i. 
Reviewed  by  sibylla  jane  flower 

The  present-day  visitor  who  strolls  through  the 
churches  of  The  Hague,  Amsterdam  or  Delft  is 
able  to  recapture  in  a  unique  fashion  one  pre- 
occupation of  those  seventeenth-century  paint- 
ers who  lived  and  worked  in  such  cities  up  and 
down  the  Low  Countries.  However  much  we 


11.  Allen  Jones.  Table.  Life  size.  Arthur  Tooth 
and  Sons  Ltd. 


might  have  to  shut  our  eyes  to  changes  three 
centuries  have  brought  about  in  other  fields,  the 
great  lofty  churches  have  changed  little  since, 
for  instance,  Cornclis  de  Man  depicted  these 
grave  diggers  at  work  and  provided  himself 
with  a  perfect  vehicle  for  all  the  technical  devices 
which  characterise  these  scenes.  It  is  a  restrained 
work,  the  type  of  architecture  assures  this,  as  do 
the  strolling  figures  and  the  greys  and  creams 
enlivened  only  occasionally  with  flashes  of  red 
—the  swish  of  the  woman's  underskirt  in  the 
centre,  the  cloak  of  the  gentleman  on  the  right 
and  the  odd  detail  on  the  hatchment. 

And  what  greater  contrast  could  be  found 
than  the  bustling  Scene  on  the  Ice  by  Thomas 
Heeremans  with  its  wealth  of  detail  and  meticu- 
lous execution,  or  the  Johannes  Leemans  Still 
Life,  a  fine  example  by  this  unusual  painter, 
though  similar  scenes  by  him  showing  hunting 
implements,  usually  those  employed  in  falconry, 
are  known.  Here  they  hang — the  bag,  the 
horns,  the  falcon  cage — symmetrically  arranged 
against  an  asphalt-grey  background  with  red 
and  blue  ribbons  suspended  on  either  side  pro- 
viding splashes  of  colour.  It  is  signed  and  dated 
1674. 

But  visitors  to  the  Leger  Galleries  will  find 
much  else  of  interest  for  it  is  a  show  which 
ranges  over  wide  and  varied  fields.  The  Thomas 
de  Keyser  Conversation  Piece  signed  and  dated 
1660  is  a  work  of  the  highest  quality  depicting 
a  gentleman  and  a  boy  in  a  red  and  grey 
costume,  the  younger  handing  the  older  man  a 
book;  there  is  an  exquisite  Jan  van  Goyen 
Estuary  Scene  on  vellum  and  two  Jan  de  Mom- 
pers,  Italianate  river  and  lake  scenes  with  ruined 
castles  and  rich  glowing  colours. 


10.  Cornelis  de  Man.  Church  interior  with  grave 
diggers.  Signed.  Oil  on  panel  28A  23}  inches. 
Leger  Galleries. 


Allen  Jones 

1  February  -  14  February  1970 
Arthur  Tooth  and  Sons  Ltd., 
31  Bruton  Street,  W.i. 
Revieived  by  peter  fuller 

Allen  Jones's  latest  work  consists  of  three  pieces 
of 'furniture':  a  chair,  a  table — a  similarly  exact 
replica  of  a  woman  on  her  hands  and  knees  with 
a  glass  panel  screwed  into  her  back,  and  a  hat 
stand,  an  upright  model  in  bizarre  boots  and 
underwear,  with  hands  outstretched. 

The  chair  is  perhaps  the  most  vicious  and 
immediate  of  the  three,  epitomising  the  curious 
contrived  fetishistic  object  which  is  Jones's 
interpretation  of  the  media  goddess. 

In  his  painting  the  insistence  on  a  porno- 
graphic frame  of  reference  is  justified  by  his 
clever  spatial  games,  and  subtle  experiments  in 
painterly  emphasis  and  accentuation.  There  was 
a  fine  example  of  this  in  this  show:  in  a  very 
large  picture  of  a  female  acrobat.  Jones  exam- 
ined the  intriguing  enigmas  of  the  distribution 
of  weight  across  a  surface  in  relation  to  the 
edges  of  the  canvas.  But,  of  course,  in  the 
'furniture',  this  is  simply  not  possible.  One  is 
left  with  naked  impact,  completely  devoid  ol 
the  cushioning  implicit  in  the  formal  considera- 
tion of  his  picture. 

Jones  swept  away  the  final  refuge  with  these 
statements  by  refusing  to  exhibit  them  as 
sculpture  per  se.  He  asked  us  to  consider  them 
as  utilitarian  objects.  Escape  into  the  'it's— all- 
right— becausc-it's— art'  syndrome  is  disallowed. 
One  simply  has  to  accept  or  reject  these  violent 
images  for  what  they  are. 

The  show  was  also  the  launching  of  'Allen 
Jones  Figures',  an  important  visual  essay  on  this 
artist's  work,  including  a  useful  and  intriguing 
source  material  section.  Published  by  Edizioni 
O,  489  Fulham  Road,  London,  S.  W.6,  the  book 
takes  the  place  of  a  catalogue,  though  it  is  far 
more  than  that.  It  is  available  at  the  pre- 
publication  price  of  54s. 

If  Allen  Jones  had  not  existed  it  would  have 
been  necessary  to  have  invented  him.  Woman 
as  commodity  is  an  integral  aspect  of  the 
McLuhan  conscious  media  society.  He  is  the 
first  artist  who  has  successfully  extended  the 
context  of  the  fine  arts  far  enough  to  deal  with 
this  theme,  without  resorting  to  the  distorted 
glamour  of  individual  personalities. 
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A  Decade  of  English  Naturalism  1810-20 

1 5  January  -  28  February  1970 
Victoria  and  Albert  Museum. 
South  Kensington,  S.W.7. 
Reviewed  by  michaei.  Rosenthal 

The  'naturalism'  of  this  exhibition  is,  the  cata- 
logue says,  the  painting  of  the  countryside 
directly  from  observation  of  nature.  The  inter- 
est of  the  exhibition  is  that  it  demonstrates  the 
impossibility  of  making  a  general  statement 
after  the  particular,  quick  sketches  from  nature, 
had  been  noted. 

This  show  s  well  with  Constable,  whose  oil- 
sketches  are  the  backbone  of  the  exhibition.  In 
the  Landscape  and  Double  Rainbow  of  18 12, 
slashing  brushstrokes  suggest  the  sky,  the  rain- 
Inns  and  the  livid  vegetation  in  a  rapid  transcript 
of  momentary  effect  true  to  most  of  his 
sketches.  However,  in  his  finished  work,  the 
general  arising  from  the  particular,  one  is  given 
a  broader  view  of  the  w  hole  'movement'. 

The  carefully-constructed  work,  Golding 
Constable's  Kitclien  Garden  of  18 15  is  supposed 
to  be  an  authentic  view,  though  sketches  suggest 
that  he  re-arranged  the  furnishings  in  the  final 
picture.  Diagonals  lead  the  eye  to  the  accent 
formed  by  a  sunlit  windmill,  the  orderly  move- 
ment being  helped  by  the  receding  patches  of 
the  fields.  The  painting  is  detailed,  yet  the  detail 
is  subservient  to  the  whole,  and  while  there  is 
an  impression  of  light  and  colour,  his  palette  is 
limited;  (the  same  green  serves  for  virtually  all 
the  trees).  The  mastery  of  light  is  of  the  same 
order  as  his  comprehension  of  the  subject,  the 
comprehension  that  grew  from  the  detailed 
observation  of  nature  with  a  fine  eye. 

This  is  what  the  exhibition  is  basically  all 
about.  Through  the  work  of  men  like  Linnell, 
Cox  or  Turner,  one  can  see  a  new  artistic 
sensibility;  that  observation  of  natural  effect 
that  was  to  produce  masterpieces  such  as 
Turner's  late  works. 


12.  John  Constable.  Golding  Constable's  Kit- 
chen Garden,  c.  1815.  Oil  13  20  inches. 
Ipswich  Museum.  Victoria  and  Albert  Museum. 
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Some  Exhibitions 
111  May 

David  Leverett 

May  1970 

Alecto  Gallery,  38  Albemarle  Street,  W.i 
Zamboni 

12  May  -  13  June  1970 

Circle,  455  Fulham  Road,  S.W.10 

G.  B.  Tiepolo  and  other  Italian  etchers  of 
the  18th  century. 

28  April  -  22  May  1970 

P.  &:  D.  Colnaghi,  14  OH  Bond  Street,  W.i 

Clifton  Pugh 

23  April  -  31  May  1970 
Commonwealth  Institute, 
Kensington  High  Street,  W.i 

Painters  of  the  Glasgow  School  1880-1900 

4  May  -  29  May  1970 

Fine  Art  Society,  148  New  Bond  Street,  W.i 

Bernard  Meadows  -  Sculpture 

5  May  -  30  May  1970 

Gimpcl  Fils,  50  South  Molton  Street,  W.i 

Willy  Tirr  -  Paintings 

29  April  -  23  May  1970 

Grabowski  Gallery,  84  Sloane  Avenue,  S.W.3 

Bourdelle  Sculpture 

28  April  -  29  May  1970 

Grosvenor  Gallery,  30  Davics  Street,  W.i 

Contemporary  Yugoslav  Sculpture 

30  April  -  31  May  1970 

Hay  ward  Gallery,  Belvedere  Road,  S.E.i 
(Arts  Council  Exhibition) 

Sidney  Janis  Collection 

1  May  -  31  May  1970 

Institute  of  Contemporary  Arts, 

Nash  House,  The  Mall,  S.W.i 

Dutch  and  Flemish  Old  Master  Paintings 

May  -  June  1970 

Brian  Koetser  Gallery,  38  Duke  Street, 
St.  James's,  S.W.i 

J.  Commere  -  recent  paintings 

7  May  -  30  May  1970 

Lefevre  Galleries,  30  Bruton  Street,  W.i 

Eugene  Carriere 

13  May  -  26  June  1970 
Marlborough  Fine  Art, 
39  Old  Bond  Street,  W.i 

Ron  Kitaj 

24  April  -  23  May  1970 
Marlborough  New  London, 
17-18  Old  Bond  Street,  W.i 


13.  Barry  Martin.  Length  structure.  Aluminium, 
plexiglass,  mirror,  wood  and  brass,  18  X  18  X 
45  inches.  Kinetic  sculpture  in  the  London 
Group  exhibition,  1-30  April,  at  the  Royal 
Academy,  Burlington  House,  Piccadilly,  W.i. 

Sandra  Blow,  Kenneth  Rowntree 

7  May  -  30  May  1970 

New  Art  Centre,  41  Sloane  Street,  S.W.i 

Centenary  Exhibition 

May  1970 

M.  Newman  Ltd.,  43a  Duke  Street, 
St.  James's,  S.W.i 

French  Paintings  and  Sculpture  of  the 
19th  and  20th  Centuries 

6  May  -  September  1970 

O'Hana  Gallery,  13  Carlos  Place,  W.i 

Jeff  Hoare  -  Paintings 

Robert  Scott  Simon  -  Kinetic  Clocks 

and  Sculpture 

7  May  -  30  May  1970 

Marjorie  Parr,  285  King's  Road,  S.W.3 

European  Works  of  Art 

May  1970 

David  Peel,  2  Carlos  Place,  W.i 

Exhibition  of  Old  Masters 

May  -  June  1970 
Pulitzer  Gallery, 

5  Kensington  High  Street,  S.W.8 

Mechanical  Ballet 

4  May  -  16  May  1970 
Royal  College  of  Art, 
Kensington  Gore,  S.W.7 

English  Watercolours  and  Drawings 

28  April  —15  May  1970 

Spink  &  Son  Ltd.,  King  Street, 

St.  James's,  S.W.i 

New  Paintings  by  Lacoux 

May  1970 

Trafford  Gallery,  119  Mount  Street,  W.i 

Robert  Graham 

26  May  -  28  June  1970 

Whitechapel  Art  Gallery,  High  Street,  E.i 


Assayed  at  95  per  cent  instead  of  the  normal  English  figure  of  92^,  expert 
craftsmen  of  Royal  Irish  Silver  (30  Dublin  Industrial  Estate,  Fingas,  Eire)  are 
producing,  from  important  Irish  seventeenth-  and  eighteenth-century 
originals,  over  100  designs  in  high-quality  reproduction.  These  are  already  in 
wide  demand  in  America  and  Britain.  The  reproduction  (above)  of  a  fine 
George  III  dish  ring,  the  Irish  original  of  which,  by  Samuel  Walker  (1767), 
is  in  the  collection  of  Mr  T.  J.  O'Sullivan,  chairman  of  Royal  Irish,  sells  at 
^170.  The  jug  at  right,  from  an  original  by  Joseph  Jackson  (1792)  retails  at 
^120  and  the  matching  goblet  at  ^55.  One  of  the  most  popular  lines  in 
America  is  the  company's  'Dairy  Maid'  teaset. 


News  in  Pictures 


Her  Majesty  Queen  Juliana  of  the  Netherlands  opened  the  first  completed  wing 
of  Amsterdam's  Historisch  Museum,  now  under  restoration.  The  building  was 
originally  used  as  a  convent  in  the  sixteenth  century,  reports  Elka  Schrijver,  the 
above  showing  the  courtyard  round  which  the  museum  galleries  are  grouped. 
Current  exhibition  at  the  Museum  is  that  arranged  by  CINOA,  some  exhibits 
from  which  are  shown  on  other  pages. 


That  the  National  Portrait  Gallery  in  London  now  has  a  portrait  of 
Her  Majesty  Queen  Elizabeth  II,  an  example  of  which  it  did  not 
have  until  last  month,  is  due  to  the  generosity  of  Mr  Hugh  Leggatt, 
chairman  of  the  St  James's  Street  firm  of  fine  art  dealers,  the  150th 
anniversary  of  the  founding  of  which  is  this  year.  Dr  Roy  Strong, 
the  Portrait  Gallery's  director,  having  obtained  the  Queen's 
gracious  agreement  to  sit  for  the  portrait,  Mr  Leggatt  com- 
missioned Pietro  Annigoni  to  paint  the  three-quarter  length 
(panel,  77J  x  70  inches)  seen  above.  It  is  now  on  public  view  at  the 
National  Portrait  Gallery. 
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Books  Reviewed 


The  incunabula  of  English  portrait-painting 


THE  ENGLISH  ICON:  ELIZABETHAN 
AND  JACOBEAN  PORTRAITURE: 

I5\  R.n  Strong.  (The  Paul  Mellon  Founda- 
tion for  British  Art.  388  pages,  over  400 
illustrations  including  approx.  12  in  colour. 

_£io  10s.) 

II  the  author's  recent  catalogue  of  Tudor  and 
Jacobean  Portraits  in  the  National  Portrait 
Gallery  has  been  described  as  an  index  ot  taccs, 
The  English  Icon  is  in  a  sense  an  index  of  artists. 
The  documentary  part  of  the  book  is  preceded 
by  a  statement  of  the  climate  of  opinion  de- 
fining the  limits,  and  limitations,  of  taste 
c.  1540  to  1620.  Here  Dr.  Strong  explores  the 
connexions  between  painting,  literature  and 
politics,  covering  iconoclasm;  the  cult  of 
Gloriana;  the  melancholy  portrait;  the  imagery 
of  the  knight  and  his  lady;  the  absence  of  royal 
initiative  and  the  distrust  of  high  Renaissance 
art  which  manifested  itself  in  the  secularised 
medievalism  of  the  Elizabethan  client.  In  the 
generously  illustrated  catalogue  which  follows, 
portraits  are  linked  in  measured  certainty  with 
painters,  who,  not  long  ago,  were  either  mere 
names  in  the  records,  or  who,  like  Zuccaro,  a 
fleeting  visitor  to  England,  or  Gheeraerts  II, 
had  become  invisible  through  indiscriminate 
attribution. 

Not  all  of  the  book  is  new.  It  is  the  latest 
contribution  in  a  continuing  process:  of 
country-house  photography,  mainly  from 
London  and  Edinburgh,  but  recently  much 
aided  by  the  Courtauld  Institute  and  the  Mellon 
Foundation,  and  of  sifting  and  research  behind 
the  scenes.  This  has  been  in  progress  down  the 
years,  not  least  at  the  National  Portrait  Gallery 
where  it  was  begun  in  the  modern  sense  by  the 
late  Sir  Henry  Hake  and  continued  and  en- 
couraged by  his  successors,  to  whom  ack- 
nowledgment is  due,  as  well  as  at  Royal 
Academy  Winter  and  other  exhibitions,  and 
now  at  several  of  Dr.  Strong's  own  making. 
To  this  work  he  has  brought  both  impetus  and 
inspiration,  making  possible  the  publication  of 
this  wide-ranging  survey,  which  marshalls 
some  360  portraits.  Among  new  hands  to 
emerge  are  the  anonymous  painter  of  the 
Countess  of  Warwick;  the  more  important 
hand  of  Mildred  Coke,  Lady  Burghley  (surely 
responsible  for  more?) ;  and  Brounckhorst,  a 
convincing  nucleus  to  my  mind,  save  for 
Burghley  himself  (90),  which  in  the  Tate 
Gallery  exhibition  (The  Elizabethan  Image)  did 
not  seem  to  be  by  the  same  hand  despite  the 
initials.  There  are  suggested  extensions  to 
Segar — can  the  Unknown  Lady  (195),  Tate 
exhibition  127,  really  be  his? — to  Gower, 
repeating  the  rather  surprising  attribution  of 
the  Armada  Elizabeth  from  Tudor  and  Jacobean 
Portraits,  and  to  Custodis,   from   whom  a 


follower  is  now  distinguished.  Two  of  the  most 
interesting  artists  are  the  elder  Pcake,  from 
whose  work  should  perhaps  be  deleted  the 
first  Baron  Cherbury  (220)  but  who,  I  should 
have  thought,  was  the  author  of  the  early  and 
impressive  1582,  Sir  Henry  Neville  at  Raven- 
ingham,  not  included,  and  William  Larkin,  to 
whom  are  given  the  whole-lengths  from 
Rcdlynch,  now  seen  as  the  style's  major  con- 
tribution to  the  Jacobean  period. 

The  aim  is  to  provide-a  basis  for  attribution. 
Dr.  Strong  is  careful  to  categorise  the  degrees 
of  certainty,  but  the  uninitiated  should  be  sure 
to  grasp  the  novel  implications  of 'inscribed  and 
dated':  in  a  period  when  style  is  tightly  circum- 
scribed by  conventions,  attribution  by  in- 
scription is  a  lodestar,  but  one  must  be  sure  that 
palaeography  does  not  usurp  the  proper  func- 
tion of  style.  We  know  very  little  of  workshop 
practice  at  this  date  and  it  might  not  follow  that 
some  portraits  with  similar  inscriptions  were  by 
the  same  hand  any  more  than  that  all  letters 
written  in  secretary-hand  were  written  by  the 
same  secretary.  In  the  wrong  hands  it  could 
prove  a  straw,  rather  than  a  guide. 

The  catalogue  is  necessarily  selective,  but  it 
is  a  little  disappointing  that  it  has  not  been 
possible  to  include  the  fine  Cobham  Elizabeth 
(N.P.G.  2802)  whose  painter  still  eludes  dis- 
covery, and  that  there  are  only  four  portraits 
from  the  Portland  and  the  Ailesbury  collections. 
As  at  Woburn,  some  of  these  hands  may  turn 
out  to  belong  rather  to  the  next  decade,  but  one 
misses  for  instance  the  anonymous  painter  of 
the  four  heads  at  Savcrnakc  dated  16 18  with  a 
comet  in  the  background;  and,  from  other 
collections,  such  things  as  the  whole-lengths 
from  the  Fielding  sale,  including  the  reputed 
Buckingham,  bought  by  Leicester  Art  Gallery; 
also  the  Penruddock  master,  a  sort  of  provincial 
Larkin.  If  the  miniaturist  Oliver,  as  well  as 
Hilliard,  is  now  recognised  as  a  life-size  painter, 
then  the  Henry  Prince  of  Wales,  formerly  at 
Northwick,  would  seem  to  merit  attention,  as 
well  as  the  equestrian  portrait  from  St.  Donat's 
(364). 

Some  regrouping  will  inevitably  occur — at 
the  Tate  exhibition  van  der  Meulcn  already 
divided  into  two — as  more  portraits  can  be 
brought  together  and  confronted.  But  this 
beautiful  book  deserves  to  become  a  standard 
work  of  reference:  its  contents  must  represent  a 
high  proportion  of  the  attributable  output  of 
the  period.  Beyond  the  author's  immediate 
contribution,  it  makes  accessible  the  work  of 
other  scholars  such  as  Messrs.  Goodison,  Millar 
and  Piper.  For  the  general  reader  it  demonstrates 
as  never  before  the  incunabula  of  English 
portrait-painting.  The  need  is  scarcely  met  by 
the  inexpensive  catalogue  of  the  Tate  exhibition. 
The  Elizabethan  Icon  should  be  published  in 


paperback  as  a  handbook  for  students,  scholars 
and  all.— J.K. 

THE  GYPSIES  OF  GRANADA:  By  Jo 

Jones.  (London:  Athelnay  Books.  71  pp., 
43  plates.  £5  5s.) 

EACH  reading  of  this  book  is  a  delightful 
experience.  One  is  transported  to  the  sheer 
loveliness  of  Granada  for  a  show  of  Jo  Jones' 
remarkable  paintings  and  drawings  of  the  gypsy 
dancers  of  Sacro  Monte.  Above  us  are  the 
fountains  and  gardens  of  the  Alhambra  hill  and 
before  us  the  close  stillness  of  a  summer  night, 
the  pulse  of  guitars,  the  urge  of  handclapping 
and  the  exciting  swirl  of  the  dance. 

This  vivid  experience  is  assisted  by  the 
company  in  which  we  find  ourselves.  Laurie 
Lee  has  contributed  a  sensitive  poem.  Sir 
Sacheverell  Sitwell,  Walter  Starkie  and  Mar- 
guerite Steen  have  written  short  essays  which, 
whilst  recalling  the  enchantment  each  has 
known  in  the  dancing  of  the  gypsies,  discuss 
with  understanding  the  essence  of  Flamenco. 
A  note  by  Augustus  John  written  for  the  Gypsy 
Lore  Society  is  reprinted  and  finally  the  artist 
describes  how  she  came  to  devote  most  of  her 
working  life  for  six  years  to  the  gypsies. 

The  pictures  are  the  purpose  of  the  book.  Sir 
Sacheverell  contends  that  'for  a  painter,  move- 
ment is  the  study  of  a  lifetime,  and  the  most 
illusory  of  all  things  to  capture  and  make 
permanent'.  The  delight  of  this  book  is  that 
capture  of  the  movement  of  the  gypsy  dance. 
The  publishers  are  to  be  praised  for  the  excellent 
presentation  of  the  text  and  plates. — P.W. 

THE  WINNINGTON  LETTERS:  Edited 
by  V.  A.  Burd.  John  Ruskin's  Correspon- 
dence with  Margaret  Alexis  Bell  and  the 
Children  at  Wilmington  Hall.  (Allen  & 
Unwin.  739  pages,  plus  18  illustrations. 
8  gns.) 

IN  March  1859  John  Ruskin  made  the  first 
ot  his  seven  visits  to  the  small  girls'  school  run 
by  Miss  Bell  at  Wilmington  Hall  in  Cheshire. 
For  the  next  nine  years  he  took  an  active  interest 
in  the  school  and  the  education  and  welfare  of 
its  members,  maintaining  a  regular  corres- 
pondence with  them.  Of  the  542  letters  which 
the  book  contains,  343  were  written  by  Ruskin 
to  Miss  Bell  and  the  star!  and  girls;  the  others 
relate  directly  to  the  school  and  its  members. 

Miss  Bell's  was  a  progressive  school,  avoiding 
'the  flowery  mockery  of  teaching  which  [girls] 
get  in  most  boarding  schools'.  In  addition  to 
the  usual  subjects,  there  were  extraordinary 
opportunities  for  sport  (one  delightful  photo- 
graph shows  the  girls  playing  croquet,  and 
Georgiana  Burne-Jones  thought  it  one  of  the 
first  girls'  schools  to  teach  cricket),  painting, 
embroidery,  singing  and  dancing. 
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These  activities  and  Miss  Bell's  views  attracted 
Ruskm  to  the  school  and  his  patronage  (not  to 
mention  the  £1,130  15s.  4d.  which  he  advanced 
nlover  the  years)  must  have  been  of  considerable 
I  help.   He   introduced   the   Burne-Joneses  to 
Wilmington,   though  the  plan   to   make  a 
if  tapestry  from  Burne-Jones's  designs  came  to 
I  nought.  Ruskin  wrote  Ethics  of  the  Dust  for  the 
I  girls;  they  wrote  the  index  to  the  first  edition 
of  Modem  Painters  V  for  him. 

A  fascinating  study  in  its  own  right,  it  would 
be  difficult  to  over-emphasise  the  importance 
of  the  book  to  Ruskin  studies.  The  long  intro- 
1  duction  contains  much  new  information  about 
Ruskin  at  this  time.  All  save  a  few  of  the  letters 
:  are  unpublished.  Together  with  Dr.  Burd's 
admirable  notes  and  chapter  introductions,  they 
throw  much  new  light  on  the  hitherto  poorly 
I  documented  transitional  period  of  Ruskin's  life, 
1  the  period  of  Unto  this  Last,  Munera  Pulveris, 
.  Sesame  &  Lilies,  Crown  ofWild  Olive,  and  Time 
■  &  Tide.  This  valuable  work  is  a  fine  example 
.  of  the  thoroughness  of  the  best  kind  of  Amer- 
ican scholarship. — J.S.D. 

IL  MOBILE  LOMBARDO:  By  Clelia 
Albericci.  (Milan:  Gorlich  Editore.  Lire 
12.000  net.) 

t  IT  is  rather  surprising,  considering  the  attention 
I  devoted  to  so  many  aspects  of  Italian  culture 
I  and  art,  how  little  is  known  about  that  country's 
furniture.  The  best  books  on  the  subject  are 
f  still  Wilhelm  von  Bode's  Die  Italienischen 
I  Hansmobel  der  Renaissance  and  the  little  known 
but  marvellously  accomplished  La  casa  fiorentina 
[  e  i  suoi  arredi  by  Attilio  Schiaparelli,  both 
published  at  the  beginning  of  this  century.  In 
I  the  last  decades  the  only  books  worth  while 
reading  are  those  by  Giuseppe  Morazzoni, 
which,  uneven  and  intricate  as  they  are,  still 
contain  some  original  research  and  reproduce  a 
vast  amount  of  extraordinary  objects.  Most  of 
what  has  been  published  in  more  recent  years 
includes  many  beautiful  photographs  but 
contains  often  little  substance.  Clelia  Albericci's 
monograph  on  Lombard  furniture  is  therefore 
to  be  welcomed  as  an  attempt  to  cover  one  of 
the  various  gaps  of  this  virgin  field.  A  brief  but 
interesting  introduction  does  not,  however, 
add  much  to  the  subject  but  puts  at  least  some 
order  in  its  various  bibliographical  aspects.  The 
rich  choice  of  illustrations  include  some  very 
fine  pieces  many  of  which  were  previously 
unknown.  The  best  contribution  of  the  book 
are  the  parts  dealing  with  the  Baroque  and  the 
Neoclassicism.  It  has  been  most  fortunate  that 
Miss  Albericci  has  decided  to  include  some  very 
fine  drawings  by  the  various  members  of  the 
Fantoni  family,  active  in  and  around  Bergamo 
between  the  seventeenth  and  the  eighteenth 
centuries,  and  some  remarkable  designs  by 
Giocondo  Albcrtolli,  Andrea  Appiani,  Giuseppe 
Lcvali,  Lcopoldo  Pollak,  all  of  whom  were 
active  in  Milan  a  century  later  and  were  in  close 
contact  with  the  most  famous  cabinetmaker 
of  the  day,  Giuseppe  Maggiolini.  The  author 
also  publishes  a  very  fine  pair  of  chest  of 
drawers  by  this  artist  which  she  has  convincing- 
ly identified  in  the  Villa  Sola  Busca  at  Trc- 


mezzo  and  which  are  in  my  opinion  the  finest 
pieces  ot  furniture  made  in  Lombardy  during 
that  period.  One  is  less  satisfied  with  her  treat- 
ment ot  Renaissance  furniture:  it  is  a  great 
mistake,  in  this  reviewer's  opinion,  not  to 
include  religious  furniture  at  all  as  the  history 
ot  the  Italian  furniture  of  those  centuries  cannot 
be  made  without  examining  the  objects  still 
in  many  churches  and  which  are  usually  the 
only  certain  and  dated  (or  datable)  pieces 
existing.  Another  regretted  absence  is  that  of 
cabinets  adorned  w  ith  plaques  of  steel  dama- 
scened in  gold  and  silver,  most  of  which  were 
made  by  the  famous  armour  makers  of  this 
region  (some  very  fine  examples  of  these  re- 
markable objects  are  exhibited  in  the  Wallace 
Collection  and  in  the  Victoria  and  Albert 
Museum).— A. G-P. 


THE  ENGLISH  HOUSE  THROUGH 
SEVEN  CENTURIES:  By  Olive  Cook. 
Photographs  by  Edwin  Smith.  (Nelson, 
London.  £7  7s.) 

THIS  looks  like  another  coffee-table  book.  In 
fact  it  is  nothing  of  the  kind.  It  is  a  long, 
absorbing  and  beautifully  illustrated  account  of 
English  houses  of  every  period,  with  a  few  from 
other  parts  of  Britain  thrown  in  for  good 
measure.  And,  what  is  very  remarkable,  a 
substantial  number  of  the  houses  described  and 
illustrated  will  be  unfamiliar  even  to  the 
specialist.  Such  a  choice  of  examples  can  only 
stem  from  a  very  wide  knowledge  of  England, 
accumulated  over  many  years.  The  book  is 
indeed  full  of  surprises. 

Some  of  the  famous  houses  are  here,  but 
where  Miss  Cook  excels  is  in  her  knowledge  of 
local  buildings  and  styles.  When  at  length  she 
reaches  the  Victorian  period  (and  leaving  aside 
those  two  unforgettable  prodigy  houses,  Har- 
laxton  Manor  and  Pcnrhyn  Castle),  she  rightly 
points  out  that  the  products  of  the  anonymous 
country  builders,  'whose  traditional  skills  had 
not  yet  been  corrupted  by  industrialism',  are 
far  more  pleasing  than  those  vast  Gothic  piles, 
often  with  rooms  ill-arranged  and  badly  pro- 
portioned, by  several  of  the  best-known 
nineteenth-century  architects. 

At  the  very  outset  we  are  told  that  this  book 
'attempts  to  tell  the  story  of  the  English  house 
primarily  as  a  work  of  art',  and  this  is  something 
that  both  Miss  Cook  and  her  husband  are  fully 
qualified  to  do.  The  aesthetic  assessments  are 
excellent.  Here  and  there  examples  of  particular 
features,  Georgian  doorways,  Georgian  chim- 
neypieccs,  Victorian  porches,  even  twentieth- 
century  suburban  villas,  are  juxtaposed  and 
analysed,  always  admirably.  Every  plate  in  the 
book  is  amply  captioned.  The  latest  houses, 
alas,  are  the  most  depressing.  'Whatever  the 
future  holds  in  store,'  the  author  concludes, 
'the  history  of  the  English  house  as  an  in- 
dividual work  of  art  has  at  the  moment  virtually 
come  to  an  end.'  It  seems  difficult  to  demur. 

Miss  Cook  has  drawn,  and  properly  so,  on 
authorities  of  all  kinds;  some  are  cited  in  the 
index,  but  others,  such  as  Dr.  Salzman  and  Mr. 
J.  T.  Smith,  both  frequently  mentioned  in  the 


earlier  chapters,  are  unaccountabh  not.  The 
book  can  be  faulted  on  occasional  p  ints  of 
detail,  but  errors  are  very  few.  The  a  ting 
never  loses  its  freshness.  The  range  is  wond< 
town  houses,  streets,  country  mansions, 
'middling'  houses,  cottages,  interiors  as  well 
as  exteriors,  all  the  styles,  all  the  principal 
materials.  The  plans  are  not  numerous,  but  are 
models  of  clarity. — A.C-T. 

THE  ART  OF  PORTUGAL:  By  Robert  C. 
Smith.  (Weidenfeld  &  Nicolson.  6  gns.) 

THIS  is  an  important  book,  for,  as  its  intro- 
duction rightly  states,  it  is  the  first  work  in 
English  to  be  devoted  entirely  to  the  history  of 
Portuguese  arts  and  crafts.  Its  author,  Robert  C. 
Smith,  Professor  in  the  History  of  Art  at  the 
University  of  Pennsylvania,  is  an  authority  of 
world  standing  on  all  aspects  of  Portugal's 
artistic  life,  as  a  result  of  some  thirty  years' 
association  with  that  country.  He  is  well  known 
to  The  Connoisseur's  readers,  who  will  recall, 
for  instance,  his  articles  in  recent  years  on 
eighteenth-century  tables  and  benches  in 
Portuguese  churches,  and  on  dated  looking- 
glasses,  some  ot  which  were  imported  from 
England,  in  Portuguese  sacristies.  There  has 
been  perhaps  (at  least  until  recently)  too  little 
appreciation  in  England  of  the  richness  of 
Portugal's  cultural  inheritance,  in  spite  of  the 
close  and  long-standing  political  and  com- 
mercial ties  between  the  two  countries.  This 
neglect  can  now  be  remedied,  tor  the  great 
range  and  vitality  of  Portugal's  contributions  to 
architecture,  woodcarving,  sculpture,  painting, 
ceramics,  silver,  furniture  and  textiles  are  here 
lucidly  described,  illustrated  by  a  very  large 
number  of  fine  photographs,  and  well  annotated 
for  the  benefit  of  students.  (The  bibliography, 
most  of  w  hich  must  perforce  refer  to  Portu- 
guese authorities,  demonstrates  the  extra- 
ordinary scope  of  the  author's  scholarship.) 
Emphasis  is  laid  on  gilt  woodcarving  in 
churches,  polychromed  tiles,  and  Manueline 
and  Rococo  architecture  as  particular  ex- 
pressions of  Portuguese  genius  and  distinctly 
original  contributions  to  European  culture. 
We  are  also  shown  how  this  vitality,  while 
based  firmly  on  native  inspiration,  derived  fresh 
impulse  from  a  number  of  sources,  including 
the  legacy  of  the  Moorish  occupation  from 
the  eighth  to  the  thirteenth  centuries  (of  which 
tiles  are  the  most  obvious  manifestation),  the 
contacts  with  Africa,  India  and  the  Orient  in 
the  epic  period  of  overseas  expansion,  the 
general  effects  of  the  Renaissance  with  special 
contributions  from  immigrant  foreign  artists 
and  craftsmen,  and  the  trading  links  with 
England  which  during  the  eighteenth  century 
influenced  much  of  the  design  ot  Portuguese 
furniture.  The  period  covered  by  the  book, 
1 500-1 800,  was  marked  by  two  great  periods  of 
prosperity  and  power,  the  early  sixteenth 
century,  the  Manueline  period  of  overseas 
trade  and  colonisation,  and  the  early  eighteenth 
century,  the  Joanine  era  ot  new-found  wealth 
from  the  gold  .mil  diamonds  ol  Brazil.  Alto- 
gether, .1  delight tul  and  fascinating  book. 
Perhaps  Professor  Smith  will  provide  us  at 
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"All  Offer  of  Marriage" 


John  Sloan's  Prints 

A  Catalogue  Raisonne  of  the 
Etchings,  Lithographs  and  Posters 

BY  PETER  MORSE 

WITH  A  lOREWORD  BY  JACOB  KAINEN 

Though  Sloan's  prints  are  probably  the  most 
important  extant  body  of  graphic  art  by  an 
American  artist,  until  now  they  have  not 
been  completely  catalogued.  This  definitive 
list  contains  reproductions  of  all  the  known 
prints  (nearly  400)  and  full  descriptions  of 
each.  It  will  be  indispensable  to  art  scholars, 
museums,  libraries,  and  dealers.  The  volume 
is  being  printed  in  regular  and  limited 
editions — the  150-copy  limited  edition  includes 
a  removable,  heretofore  unpublished,  Sloan 
etching. 

418  pages    400  illustrations    £22  10s 
Limited  edition  with  unpublished  etching  £90 

Alfonso  II  and  the 
Artistic  Renewal  of 
Naples,  1 485- 1 495 

BY  GEORGE  L.  HERSEY 

In  a  full  account  of  an  episode  in  the 
Neapolitan  Renaissance,  George  Hersey 
redresses  art  historical  views  biased  in  favour 
of  Florence  and  Rome  as  centres  for  art  and 
architecture.  Using  the  concept  of  urban 
renewal,  he  describes  the  rebuilding  of  Naples 
under  Alfonso  II  and  shows  that  it  was  an 
immense  if  incompletely  realized  programme. 

186  pages    175  illustrations  180s 

YALE  UNIVERSITY  PRESS 

70  Great  Russell  Street,  London  W.C.i 


some  future  date  with  information  about 
Portuguese  ironwork;  Evora,  for  example, 
abounds  in  attractive  wrought  ironwork 
strongly  reminiscent  of  contemporary  English 
craftsmanship,  and  several  English  smiths  were 
employed  by  the  King  of  Portugal  near  Lisbon 
in  1730  (Daily  Journal,  London,  8th  October, 
1730).—  E.T.J. 

BOOK  PRODUCTION  NOTES 

by  Ruari  McLean 

Harry  Graf  Kessler  and  die  Cranach-Press  in 
Weimar,  by  Renate  Muller-Krumbach  (Maxi- 
milien-Gesellschaft,  Hamburg,  1969,  DM  120) 
is  a  handsome  book  measuring  nf  X  7I  inches. 
It  is  the  first  full  account  of  the  private  press  of 
Count  Harry  Kessler  (1868-1937),  with  a  hand- 
list of  its  productions,  many  illustrations,  and  a 
chapter  by  John  Dreyfus  on  its  type-faces.  The 
Cranach  Press  was  one  of  the  most  influential 
and  best  of  the  German  private  presses,  and  is 
of  importance  in  the  history  of  book  design  in 
the  twentieth  century.  Kessler,  son  of  a  German 
business  man  and  an  Irish  mother,  was  born  in 
Paris  and  partly  educated  in  England:  he  looks 
elegantly  English  in  the  portrait  of  him  painted 
by  Munch  in  1906. 

He  was  the  first  to  introduce  Edward  John- 
ston's teaching  on  lettering  to  Germany,  111 
1905,  and  gave  Johnston  many  commissions 
for,  first,  Insel  Vcrlag,  and  then  his  own 
Cranach  Press,  which  he  founded  in  1913  in 
Weimar,  and  which  closed  when  Kessler 
escaped  from  Germany  as  an  anti-Nazi  in  the 
early  1930's.  The  illustrations  include  the  Munch 
portrait,  a  photograph  of  the  12  workmen 
employed  by  the  Press  in  1929  (it  was  a  large 
concern  for  a  Private  Press),  14  pages  of  half- 
tones of  typefaces,  including  Johnston's  very 
interesting  sketches,  and  27  pages  of  reproduc- 
tions of  Cranach  books.  The  book  itself  is 
exquisitely  designed  by  Richard  von  Sichow- 
sky.  An  English  translation  is  required,  since 
this  is  a  work  of  substance  and  value. 

Book  Illustration 

The  late  David  Bland's  History  of  Book  Illus- 
tration (Faber,  ^10)  first  published  in  1958,  now 
appears  in  a  second  edition  (just  after  the 
announcement  of  his  sadly  early  death),  with 
added  material  on  contemporary  Czechoslo- 
vakian  and  Russian  books  as  well  as  on 
Armenian  and  Ethiopian  miniatures.  The 
404  listed  illustrations  now  include  four  new 
colour  plates  and  fifteen  new  monochrome. 
The  book  is  a  survey  of  the  whole  history 
of  world  book  illustration,  beginning  with 
manuscripts  and  not  omitting  the  Orient 
— right  up  to  the  1960's.  Mr.  Bland  has 
succeeded  in  making  his  account  basically 
sound,  readable  and  even  entertaining,  which 
is  an  astonishing  achievement.  It  is  the  ideal 
introduction  to  the  subject,  and,  as  this,  is  never 
likely  to  be  bettered.  It  is  in  no  way  a  belittle- 
ment  of  this  triumph,  but  it  is  a  reviewer's 
function  to  point  out  that  the  extraordinary 
range  of  the  work  precludes  treatment  in  depth. 
The  book  is  excellent  for  general  information 
and  background. 
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The  American  Connoisseur 


An  appraisal  of  American 
contemporary  art 


NEW  York  Painting  and  Sculpture:  1940-1970  was  the  title 
of  the  first  of  five  special  exhibitions  assembled  by  the 
Metropolitan  Museum  to  celebrate  and  commemorate  its 
:  centennial  year,  1970.  It  was  put  together  by  Henry  Geldzahler, 
(Curator  of  the  Department  of  Contemporary  Arts,  and  his  staff. 
In  both  its  size — 413  works  by  43  artists — and  its  physical 
dimensions  (36  sky-lit  galleries)  it  represented  the  largest  body 
of  American  work  from  this  period  that  has  ever  been  presented 
in  a  single  exhibition.  Neither  the  effect  nor  the  intention, 
however,  was  to  provide  a  panorama  of  art  in  the  United 
States  between  these  dates. 

The  selection  of  artists,  as  well  as  of  individual  works,  concen- 
trated on  those  felt  to  be  indispensable  to  understanding  the 


development  and  quality  of  the  period  as  a  whole.  With  at  the 
most  only  two  decades  of  historical  perspective,  such  a  selection 
cannot  and  should  not  avoid  being  subjective.  Beyond  this, 
however,  there  was  no  predetermined  theme  or  stylistic  cate- 
gories to  which  work  was  expected  to  conform  in  order  to  be 
included.  Therefore  the  exhibition's  title  was  intentionally  un- 
specific.  The  work  was  not  strictly  from  New  York,  nor  was 
it  strictly  limited  to  painting  and  sculpture. 

During  the  1940s  New  York  replaced  Paris  as  the  cultural 
capital  of  modern  art.  While  the  concentration  of  artists  in  the 
city  has  been  tremendous,  many  of  those  who  have  contributed 
most  significantly  to  the  pool  of  ideas  and  forms  centred  here 
have  chosen  to  live  and  work  elsewhere.  Examples  in  the 
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2.  David  Smith.  Cubi  XXIV,  1964.  Stainless  steel 
114  X  83  inches.  Museum  of  Art,  Carnegie 
Institute.  Howard  Heinz  Endowment  Purchase 
Fund. 


Colour. 

3.  Above  left.  Alexander  Calder.  The  Pregnant 
Whale,  1963.  Painted  steel  plate  114  106  X  86 
inches.  Collection  of  Mrs.  fulius  Epstein,  North- 
field,  Illinois. 

4.  Below  left.  Hans  Hofman.  Gloriamundi,  1963. 
Oil  on  canvas  60^  ■  52  inches.  Unii'ersitv  Art 
Museum,  Berkeley,  California.  Gift  of  the  artist. 

5.  Above  right.  Stuart  Davis.  Colonial  Cubism, 
1954.  Oil  on  canvas  45  ;•  60  inches.  Collection  of 
The  Walker  Art  Center,  Minneapolis ,  Minnesota. 

6.  Below  right.  Robert  Rauschenberg.  Factum  I, 
1957.  Combine  painting  62  X  35j  inches.  Collec- 
tion of  Dott.  Giuseppe  Panza  di  Buomo,  Milan, 
Italy. 


exhibition  were  Morris  Louis,  David  Smith,  Josef  Albers  and 
Alexander  Calder.  This  conception  of  New  York  as  the  most 
recent  cultural  nucleus  for  a  continuing  tradition  is  clarified  by 
Robert  Motherwell  in  a  preface  written  in  195 1  for  the  exhibition 
Seventeen  Modern  American  Painters.  In  it  he  explains  that  'Every 
intelligent  painter  carries  the  whole  culture  of  modern  painting 
in  his  head.  It  is  his  real  subject,  of  which  anything  he  paints  is 
both  a  homage  and  a  critique,  and  anything  he  says  a  gloss  .  .  . 
The  recent  "School  of  New  York" — a  term  not  geographical 
but  denoting  a  direction — is  an  aspect  of  the  culture  of  modern 
painting.' 

In  the  exhibition  galleries  painting  predominated,  there  being 
roughly  a  quarter  as  many  sculptures.  This  was  partly  due  to  the 
increased  scale  of  much  of  the  finest  recent  sculpture — several 
pieces  by  Barnett  Newman,  Alexander  Calder,  Tony  Smith, 


Mark  Di  Suvero  and  David  Smith  were  placed  outside — but 
basically  reflected  the  greater  proportion  of  success  among 
painters  in  finding  meaningful  solutions  to  contemporary  artistic 
problems.  This  is  no  reflection,  however,  on  the  power  of 
sculpture  in  the  right  hands — David  Smith,  with  twenty-two 
pieces,  was  the  most  widely  represented  artist  in  the  entire  show. 
Significantly,  much  of  the  sculpture  was  by  artists  who  originally 
developed  as  painters— Barnett  Newman,  Ellsworth  Kelly, 
Adolph  Gottlieb — or  who  have  been  equally  at  home  as  both, 
or  more  correctly  neither — like  Robert  Rauschenberg  and  Claes 
Oldenburg.  In  fact  variety  in  the  individual's  choice  of  means 
and  disregard  for  traditional  distinctions  of  illusionism  and 
tactility  between  painting  and  sculpture  have  become  character- 
istic of  the  American  art  of  the  past  thirty  years. 

In  this  context  the  inclusion  of  drawings  by  Ellsworth  Kelly 
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and  Jasper  Johns  (a  third  group  by  Clacs  Oldenburg  would  have 
been  included  were  there  not  an  extensive  exhibition  of  his 
drawings  on  currently  at  the  Museum  of  Modern  Art)  was 
particularly  relevant.  Beyond  their  obvious  role  in  an  exhibition 
of  this  size  of  providing  a  welcome  counterpoint  to  the  scale  of 
the  painting  and  sculpture,  they  are  of  special  importance  for 
their  quality  in  a  period  where  finished  drawings  have  tended  to 
be  considered  obsolete  and  for  their  role  in  clarifying  the  work 
of  both  these  artists  in  other  mediums. 

Kelly's  drawings  were  all  of  plant  forms  executed  on  large 
sheets  of  white  paper  with  either  pencil  or  pen  in  a  sharp, 
continuous  line  which  in  its  economy  and  absolute  control 
recalls  the  engravings  of  John  Flaxman.  Drawn  from  nature,  they 
provide,  in  both  their  shapes  and  the  negative  forms  they  outline 
on  the  white  sheets,  the  basic  vocabulary  of  the  paintings  and 
sculpture.  Just  as  in  Cezanne's  apples,  one  suspects  there  is  a 
personal  symbolism  in  these  forms,  which  is  then  progressively 
.abstracted  as  scale  is  increased  and  colour  added  to  arrive  at  the 
final  solutions  on  canvas  or  in  sheet  metal. 

Johns'  drawings  are  not  necessarily  the  first  form  of  ideas 
to  be  then  developed  in  other  mediums.  In  fact  they  often  follow 
works  with  the  same  image  in  oil  or  encaustic.  They  do,  however, 
in  their  reduction  to  shades  of  black  and  white  give  the  most 
intense  contrast  between  the  impersonal  flatness  of  his  flags  or 
numbers  and  the  potential  illusionism  and  expressionism  of  his 
virtuoso  handling  of  the  pencil  or  crayon.  The  resulting  irony 
is  basic  to  an  appreciation  of  his  work  in  other  mediums  where 
colour  and  texture  often  complicate  the  confrontation. 

In  1940  almost  half  of  the  43  artists  who  made  up  the  exhibition 
were  over  30.  Part  of  this  older  generation — artists  such  as 
Milton  Avery,  Alexander  Calder,  Stuart  Davis,  and  Edward 
Hopper — had  formed  their  styles  before  that  date,  but  with  a 


5.  Willem  De  Kooning.  Easier  Monday,  1955-56. 
Oil  and  newspaper  transfer  on  canvas  96  X  74 
inches.  The  Metropolitan  Museum  of  Art,  New 
York.  Rogers  Fund,  1954. 


6.  Frank  Stella.  Hagtnatana  II,  1967.  Acrylic  on 
canvas  10  12  feet.  Collection  of  Mr.  and  Mrs. 
Eugene  M.  Sclnvarz,  New  York. 
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7.  Ellsworth  Kelly.  Water  Lily,  1968.  Pencil  on 
paper  29  <  23  inches.  Private  Collection,  New 
York. 


hunger  and  understanding  for' 'die  most  advanced  work  being 
done  in  Europe.  In  Colonial  Cubism,  painted  in  1954,  but  typical 
of  the  best  of  his  work  from  the  1930s  on,  Davis  epitomised  this 
native  strain  of  modernism  and  chose  a  title  that  wryly  comments 
on  the  crucial  ground  his  art  occupies.  Others,  like  Josef  Albers 
and  Hans  Hofmann,  arrived  directly  from  the  European  centres, 
but  their  initial  efforts  here  were  by  necessity  to  support  them- 
selves through  teaching  and  only  later  did  both  arrive  at  their 
fully  developed  styles. 

A  second  part  of  this  older  group,  all  born  after  1900  whereas 
those  mentioned  above  all  date  from  the  last  two  decades  of  the 
nineteenth  century,  congregated  in  New  York  in  the  1940s,  but 
only  realised  their  mature  styles  in  the  late  40s  and  early  50s 
after  the  war  had  driven  many  of  the  leading  Europeans  to 
America  in  exile.  Among  them  Arshile  Gorky,  Robert  Mother- 
well, Adolph  Gottlieb,  Burgoyne  Diller,  Isamu  Noguchi,  Joseph 
Cornell  and  David  Smith  provided  the  smoothest  stylistic  transi- 
tion from  the  European  heritage  to  the  emerging  modern  New 
York,  or  American  school;  while  Jackson  Pollock,  Willem 
Dc  Kooning,  Franz  Kline,  Barnett  Newman,  Mark  Rothko  and 
Clifford  Still  responded  to  the  liberating  attitudes  of  artistic 


freedom  and  the  new  confidence  that  New  York  was  displacing 
Paris  as  the  centre  of  modern  art  with  work  that,  at  least  at  first, 
appeared  to  be  the  result  of  a  more  radical  break.  A  prevalent 
attitude  among  main'  of  these  artists  toward  their  subject  is 
illustrated  by  Pollock's  painting  Portrait  and  a  Dream.  Half  of  the 
eleven  foot  wide  canvas  contains  a  freely  rendered  self-portrait, 
which  is  then  balanced  by  a  totally  abstract  and  expressionisticly 
rendered  symbol  for  the  dream — the  sub-conscious  creation  of 
the  mind,  executed  through  the  learned  control  of  the  hand. 

It  was  at  least  partly  in  response  to  this  attitude  toward  what 
could  and  what  should  constitute  the  subject  of  art  that  the 
younger  generation  evolved  its  own  alternatives.  Jasper  Johns, 
Robert  Rauschcnberg  and  John  Chamberlain  combined  recog- 
nisable and  commonplace  objects  and  images  with  an  expression- 
istic  handling.  Roy  Lichtenstcin,  Claes  Oldenburg,  Andy  Warhol 
and  George  Segal  increasingly  emphasized  the  subject  matter  and 
its  means  of  reproduction  until  the  'artistic'  decisions  appeared 
less  and  less  central.  At  the  same  time  others  who  were  equally 
dissatisfied  with  the  forms  of  abstract  expressionism  turned  out- 
ward, exploring  the  remaining  limits  of  their  various  mediums 
as  a  potential  vocabulary  for  artistic  expression.  Morris  Louis, 
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Helen  Frankenthaler  and  Jules  Olitski  have  done  this  primarily 
with  colour,  while  Ellsworth  Kelly,  Kenneth  Noland  and  Frank 
Stella  arrange  their  even  areas  of  cleanly  delineated  colour  with  a 
strict  concern  for  the  formal  effects  created  through  their 
interaction  with  the  shape  of  the  picture  plane. 

Finally,  in  the  work  of  Robert  Morris,  Donald  Judd  and  Dan 
Flavin,  tin  becomes  completely  the  object  itself  and  our 

response  to  it.  While  their  work  is  frequently  referred  to  as 
Minimal  An.  a  term  which  indicates  about  as  much  about  the 
artists'  concerns  as  do  the  pejorative  labels  Gothic  or  Baroque,  it 
is  not  intended  as  final  reductions  in  a  self-conscious  evolution  of 
modern  art,  but  rather  attempts  to  explore  new  means  of 
expression  relevant  to  contemporary  American  culture.  In  the 
words  of  Josef  Albers,  born  in  1888,  'Art  is  not  an  object  but  an 
experience',  and  in  his  work  where  extreme  reduction  has  con- 
veyed more  rather  than  less  he  has  much  in  common  with  these 


younger  artists. 

The  attitudes  which  result  in  the  quick  and  almost  universal 
acceptance  of  a  term  such  as  Minimal  Art  have  had  a  deep  effect 
on  the  way  most  viewers  approach  the  work  of  the  American 
artists  in  the  thirty-year  period  I  have  just  briefly  sketched.  Just  as 
the  wrecking  ball  is  one  of  the  few  constants  in  Manhattan's 
physical  appearance,  a  continual  demand  for  change  and  eager- 
ness to  define  it  with  popular  handles,  which  can  be  applied  to 
whole  groups  of  artists,  has  characterised  much  of  the  writing  on 
her  arts.  The  rosary  of  Abstract  Expressionism,  Hard  Edge,  Pop, 
Op  and  Minimal  is  dutifully  repeated  at  every  opportunity.  There 
is  no  sense  of  graceful  ageing,  nor  the  continuity  of  a  lifelong 
career.  It  reflects  the  typically  impatient  American  approach  to 
history  as  a  series  of  moments,  each  replacing  the  last. 

The  historical  tendency  to  group  by  centuries— an  artist  is 
referred  to  as  Trecento  or  Quattrocento  though  his  work  may 


8.  Jasper  Johns.  F/ij_(»,  1958.  Pencil  and  graphite  wash  on  paper  7.I  x  10;^  inches.  Collection  of  Leo  Castelli,  New  York. 


fall  in  both — has  become  an  accepted  inaccuracy.  However,  with 
the  recent  increase  in  writing  on  'contemporary  art  history' 
(contradictory  as  such  a  term  may  seem,  it  expresses  the  tendency 
in  much  contemporary  criticism  to  make  observations  and 
evaluations  in  terms  of  history),  the  tendency  to  equate  styles 
with  decades  has  magnified  the  inaccuracy  ten-fold.  While 
Abstract  Expressionism  is  assigned  to  the  50s,  Hofmann's  fully 
developed  work  dates  from  the  60s.  Similarly  the  use  of  even, 
hard-edged  fields  of  colour,  which  is  heralded  as  a  hallmark  of 
the  60s,  was  a  basic  element  of  the  art  of  Davis,  Avery  and  Kelly 
from  the  40s  on.  What  an  exhibition  of  this  scope  soon  made 
apparent,  and  this  is  reflected  in  the  installation  which  is  neither 
rigidly  chronological  nor  stylistically  compartmentalised,  is  that 
the  various  styles  which  have  been  developed  during  these  years 
have  been  neither  sequential  nor  mutually  exclusive. 

The  more  one  gets  behind  the  terminology  to  the  works 
themselves,  the  more  this  period  in  American  art  appears 
characterised  by  coherence  and  continuity  rather  than  a  succession 


of  radical  breaks  with  tradition.  This  in  no  way  denies  the 
originality  of  these  artists  who,  in  a  thirty-year  period,  have 
produced  a  variety  of  work  which  is  overwhelming.  But  it  is  the 
originality — to  recall  Motherwell's  phrase — of  the  painter  who 
'carries  the  whole  culture  of  modern  painting  in  his  head'. 

As  one  familiarised  oneself  with  the  exhibition  this  coherence 
grew.  Rauschcnberg's  nearly  identical  repeat  expressionist  per- 
formances in  Factum  I  and  Factum  II  have  lost  their  satire  with 
time,  while  their  dependence  on  and  understanding  of  work  such 
as  De  Kooning's  Easter  Monday  remains.  Lichtenstein's  utilisation 
of  the  commercial  Ben  Day  (.lot  process  in  his  brushstroke 
paintings  of  the  60s  led  to  images  capable  of  being  infinitely 
reproduced,  while  aesthetically  they  retain  much  of  the  monu- 
mental, painterly  power  of  Dc  Kooning's  and  Kline's  'unique' 
precedents.  De  Kooning,  moreover,  111  Ins  use  of  newspaper 
transfer  in  Faster  Monday  and  collaged  clippings  elsewhere, 
foreshadowed  the  popular  subject  matter  of  artists  such  as 
Warhol,  whose  Dick  Tracy  reverses  the  process,  starting  with  an 
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II.  Donald  Judd.  Untitled — 6  box  wall  unit,  1966-68.  Stainless  steel  and  yellow  plexiglas.  Each  box  34  34  34  inches.  Leo  Castelli  Gallery, 
New  York. 


adaptation  of  a  newspaper  image  and  then  executing  it  with  an 
cxpressionistic  application  of  paint. 

Fourteen  years  before  Factum  I,  in  1943  Cornell  assembled  his 
Habitat  Group  for  a  Shooting  Gallery,  the  precursor  of  Rauschen- 
berg's  'combines'  and  Chamberlain's  junk  sculpture,  a  work, 
which  despite  its  intimate  scale,  conveys  an  emotional  violence 
equivalent  to  the  most  feverish  moments  in  Abstract  Expression- 
ism. In  fact,  Cornell,  who  has  usually  been  treated  as  a  loner, 
shares  much  through  his  materials  and  their  iconography  with 
this  period  of  American  art  as  a  whole.  His  soap  bubble  sets  and 
miniature  universes  stress  man's  transience  and  insignificance  just 
as  do  Still's,  Newman's  and  Rothko's  sublime  expanses,  and  his 
elevation  of  humble  objects  to  the  realm  of  art  and  poetry  through 
his  virtuoso  assembly  shares  much  with  the  work  of  Johns. 

While  Stella's  black  paintings  of  1959  were  linked  to  the 
expressionism  of  the  previous  generation,  primarily  through 
reaction  to  De  Kooning,  his  more  recent  compass  pictures,  with 
their  straining  arcs  of  brilliant  colours  produce,  as  Robert 
Rosenblum  has  pointed  out,  a  personal  tension  which  approaches 
an  equivalent  of  Pollock's  furious  swirls  of  the  1950s.  Further- 
more, despite  the  large  sizes  of  his  canvases — one  in  this  exhibition 
stretches  42  feet — their  height  is  such,  and  Stella  insists  that  they 
be  hung  so,  that  the  vertical  centre  of  the  picture  is  located  at  eye 
level.  The  result  is  an  emphasis  on  human  scale  very  similar  to 


that  created  in  Pollock's  work  by  the  dripped  radius  of  a  human 
gesture,  or  in  David  Smith's  larger  sculptures  such  as  Cubi  XXIV 
with  its  scale  of  a  doorway  and  its  step-like  construction  at  the 
base  assuring  that  the  sculptor,  as  Smith  has  pointed  out,  would 
never  be  working  on  something  out  of  his  reach. 

If  the  separation  of  the  past  thirty  years  into  sequential  periods 
has  been  over-emphasised,  there  is  a  different  division  that  is  fruit- 
ful for  appreciating  its  continuity.  This  is  the  distinction  between 
abstract  (abstracted  from:  i.e.,  ultimately  derived  from  nature) 
and  non-objective  art,  a  distinction  leading  directly  back  to 
European  modernism  and  the  lessons  of  Picasso  and  Matisse  as 
opposed  to  those  of  Dclaunay  and  Mondrian.  The  lineage  is 
often  a  complicated  one,  but  the  continuity  involved  is  essential 
to  understanding  the  differences  and  similarities  between  a  Gorky 
and  a  Pollock,  a  Kelly  and  a  Noland,  or  a  Noguchi  and  a  Judd. 

Central  to  the  struggle  for  independence  of  American  painting 
and  sculpture  in  this  period  has  been  the  assimilation  of  the 
modernist  tradition,  and  works  as  well  as  critical  theories  that 
have  claimed  to  be  exclusively  'American'  have  usually  proven 
provincial.  Thus  the  true  strength  of  these  thirty  years  in  America 
emerges  when  seen  as  a  totality  centred  in  New  York,  but  inter- 
national in  its  sources  as  well  as  in  its  impact,  a  totality  which  can 
proudly  stand  as  a  major,  and  the  most  recent,  development  in  the 
art  of  the  twentieth  century. 
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Roman  Catholic  church  plate  in 
the  Maryland  circs.  1634-1800 
Part  1 


JOHN  PEARCE 


ON  the  Feast  of  the  Annunciation,  25th  March,  1634,  200 
English  families  made  land  in  Lord  Baltimore's  colony  of 
Maryland.  They  were  mostly  Roman  Catholic  families,  and  their 
first  corporate  act,  once  landed,  was  the  celebration  of  the  Mass 
with  their  priest,  Father  Andrew  White,  S.J.,  officiating.  Balti- 
more's intention  that  his  colony  should  tolerate  all  Christians, 
including  the  Roman  Catholics  whose  religion  was  illegal  in 
England,  led  to  the  Act  for  Church  Liberties  of  1640,  and  the 
famous  Act  of  Toleration  of  1649. 

But  this  freedom  was  short-lived,  and  irregular  while  it  lasted. 


The  Jesuits  were  sent  to  London  in  chains  in  1644,  but  one  was 
allowed  to  return  in  1648.  Roman  Catholics  were  disfranchised 
in  1654  when  Baltimore's  government  was  overthrown,  but 
religious  liberty  was  restored  with  the  government  in  1658. 
After  fifteen  years  the  restrictions  on  Catholics  returned,  and 
grew  stricter,  with  anti-Catholic  Test  Acts  for  officeholders  in 
1673  and  1678;  the  anti-Catholic  Toleration  Act  of  William  and 
Mary,  1689;  an  act  disbarring  Catholic  lawyers  in  1692;  the 
Act  Against  Irish  Papists,  1694;  Mass  forbidden  except  in  families 
on  their  own  grounds,  and  the  Catholic  church  in  St.  Mary's  City 


1.  Silver  chalice  and  paten  (English,  second  half  sixteenth  century)  and 
altar  stone,  used  in  the  early  eighteenth  century  on  the  Lancaster  planta- 
tion, Rock  Point,  Charles  County,  Maryland.  The  mouldings  on  the  base, 
and  the  bands  on  the  paten,  are  gilt.  The  interior  of  the  cup  is  gilt  (as  are 
the  interiors  of  all  the  chalices  illustrated,  except  as  noted).  The  marks  in 
one  of  the  joints  of  the  chalice  stem  (see  detail)  have  been  deliberately 
disfigured  and  partially  erased,  and  arc  no  longer  legible.  The  chalice 
bowl  form  has  been  slightly  changed  in  later  repairs.  As  with  the  case  of 
many  of  these  recusant  chalices,  it  has  two  joints  to  allow  taking  apart 
into  three  pieces,  a  feature  which  Mr.  Charles  Oman  regards  as  introduced 
only  in  examples  like  this,  Elizabethan  in  date  but  following  earlier 
sixteenth  century  style  except  for  the  double  jointing.  Fr.  Edward  Carley 
has  suggested  that  small  size  and  increased  demountability  were  to  facilitate 
easy  hiding.  Chalice  height  5!  inches.  Archives,  Georgetown  University 
(gift  of  Charles  Calvert  Lancaster  and  Malinda  Jenkins  Lancaster),  Wash- 
ington, D.C.  All  photographs  by  Joseph  Bowen,  Smithsonian  Institution, 
except  as  noted. 
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2.  Secular  cup  of  silver,  taken  over  for  use  as  a  chalice,  used  in  the  early  mission  of  St.  Francis  Xavier  at  Newtown,  St.  Mary's  County,  Maryland, 
probably  as  early  as  the  1650s  and  '60s.  The  cup  has  London  marks  for  1640-41  and  maker's  mark  JG  with  a  mullet  below.  The  same  maker  is 
recorded  by  Jackson  and  Oman  for  communion  cups  for  the  established  church.  Chalice  height  4i  inches.  The  unmarked  paten  is  presumably  a 
Maryland  addition.  Archives,  Georgetown  University. 


(the  colonial  capital)  closed,  in  1704;  Irish  Catholics  double 
taxed,  and  forbidden  to  appear  in  certain  parts  of  towns,  in 
1717. 

In  1752  Charles  Carroll  went  to  France  to  make  an  appeal  for 
the  emigration  of  Maryland's  Catholics  to  the  Arkansas  River  in 
Louisiane,  but  this  was  rejected.  In  the  same  year  a  prohibition  of 
Catholic  emigration  to  Maryland  was  enacted,  and  in  1756  taxes 
on  Catholic  lands  were  doubled.  The  philosophy  of  the  Revolu- 
tion brought  emancipation  in  1774,  and  in  1789  the  Catholics 
established  an  episcopal  see. 

There  were  thus  no  parish  churches  (and  of  course  no  cathe- 
drals) in  the  usual  sense  from  the  1670s  to  the  1770s;  and  as  the 
religious  leadership  of  a  fairly  large  territory  fell  on  a  handful 
of  men  (probably  only  a  total  of  seventy  Jesuits  between  1700  and 
1777)  who  often  carried  their  vestments  and  mass  equipment 
with  them,  it  is  to  be  expected  that  only  a  small  amount  of 
equipment,  and  that  mainly  from  private  chapels,  will  have 
survived.  As  the  records  which  tend  to  support  and  preserve  the 
natural  traditionalism  of  a  parish  are  not  present  111  many  of 
these  situations,  the  tendency  for  such  pieces  to  lose  their  identity, 
and  or  disappear,  has  been  high.  Fortunately,  Fr.  Francis  A. 


Barnum,  S.J.,  Archivist  at  Georgetown  University,  Washington, 
D.C.  in  the  1890s  and  again  in  the  1920s  had  a  great  interest  in 
the  history  of  the  early  years  of  Maryland  Catholicism,  and 
began  to  solicit  the  transfer  of  such  items  for  the  care  of  the 
Archives  at  the  University.  The  collection  he  formed,  augmented 
by  a  later  successor  as  Archivist,  the  late  Fr.  William  C.  Repetti, 
S.J.,  is  the  bulk  of  the  present  group. 

About  half  the  church  plate  we  know  from  this  period  was 
made  in  England,  including  a  rather  earlier  chalice  (No.  1,  of 
Elizabethan  date)  used  in  the  Lancaster  family  chapel.  The  other 
English  pieces  (Nos.  2,  4,  5,  6,  7  &  9)  are  generally  contemporary 
with,  or  a  decade  or  two  earlier  than,  their  traditional  earliest 
dates  of  use  in  Maryland.  Whether  there  was  any  direct  trade 
with  England  for  such  vessels  is  not  yet  known,  but  it  is  probable 
that  most  of  these  were  brought  as  family  items. 

Study  is  only  beginning  of  the  range  of  equipment  of  the 
public  chapels  of  the  first  years,  the  private  chapels,  and  religious 
equipment  for  use  in  private  houses  which  did  not  afford  a 
separate  chapel  room.  Fr.  Edward  Carley,  the  leading  current 
historian  of  this  period,  notes,  'Some  homes  had  a  separate  room 
called  a  "Chapel  Room";  others  used  the  parlour  or  dining 
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3.  Pewter  chalice  and  paten,  probably  Maryland  area,  second  half  seventeenth  century,  with  unidentified  maker's  mark  RI,  no  gilding.  Chalice  height 
55  inches.  Although  the  minimum  Catholic  requirement  for  chalice  materials  was  for  a  silver  cup  with  the  interior  gilt,  other  materials  were  permitted 
when  circumstances  prevented  the  use  of  silver.  This  would  support  the  long  traditional  association  of  these  pewter  pieces  with  the  early  missionaries 
in  Maryland,  in  the  second  half  of  the  seventeenth  century.  (See  Shea,  Catholic  Church  in  Colonial  Times,  p. 36.)  Archives,  Georgetown  University. 


4.  Silver  chalice  and  paten, 
English,  c.  1650-70.  The 
chalice  is  ornamented  with 
cast  angels  and  the  en- 
graved symbol  of  the 
Society  of  Jesus.  Its  early 
history  is  not  known.  The 
interior  of  the  paten  is  gilt, 
the  chalice  height  5»  inches. 
Oman  notes  this  as  'a  vc.  y 
common  type  [of  which] 
I  have  listed  examples  with 
the  marks  of  four  different 
goldsmiths'.  Archives, 
Georgetown  University. 
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5.  Silver  chalice,  c .  1670,  one  of  the  forms  used  by  English  Roman  Catholics 
during  the  period  of  recusancy.  Maker's  mark  TP  in  a  shield  (like  that  on 
an  apostle  spoon  listed  by  Jackson  for  1639-40;  previously  unknown  to 
Mr.  Oman  as  a  maker  who  worked  for  the  recusants).  The  Rev.  Edward  B. 
Carley  has  reconstructed  its  probable  history  as  descended  from  Col.  Peter 
Sayer  (died  in  Maryland,  November,  1697;  son  of  the  immigrant  William 
Sayer)  through  his  widow  to  her  niece  Mrs.  Richard  Bennett  III;  from  her 
via  her  husband  to  his  nephew  Charles  Philemon  Blake  of  Blakeford,  in 
1749.  Fr.  Carley  has  traced  it  then  (together  with  its  present  paten,  of 
c.  1760)  to  use  in  St.  Joseph's  Mission  near  Cordova,  Talbot  County, 
Maryland,  from  about  1800  to  1890,  then  with  Monsignor  Edward  Mickle 
to  St.  Charles  Church,  Cape  Charles,  Virginia,  where  it  was  discovered  a 
few  years  ago.  Height  5  ^  inches.  St.  Peter's  Cathedral,  Wilmington,  Del. 


room,  or  hallway  for  Mass.  Peter  Sayer  (see  No.  5)  had  a  Chapel 
Room,  Blakeford  had  a  Chapel  Room,  Sportsman's  Hall 
(Blakes)  had  one.  In  "Bowlingly"  at  Queenstown,  Mass  was 
offered  in  the  upstairs  hall,  at  Trumpington,  Rock  Hall,  Kent 
Co.,  the  parlour  was  used.  At  Thomas  Willcox's  house,  Concord, 
Pennsylvania  (see  No.  7)  the  dining  room  was  always  used.' 
The  silver  ostensoria  in  Nos.  9  &  10,  of  which  the  first  is  known 
to  have  been  in  private  ownership  and  the  second  probably  also 
was,  suggest  that  some  of  these  private  pieces  and  chapels  may 
have  been  much  richer  than  we  have  previously  thought. 

At  the  other  end  of  the  scale,  the  pewter  chalice  and  paten 
(No.  3)  suggest  that  some  chapels  or  priests  may  have  been 
furnished  very  plainly.  As  pewter  is  soft  and  wears  quickly,  and, 
being  officially  disapproved  for  chalices,  would  have  been 
replaced  with  silver  as  soon  as  possible,  there  may  have  been  a 
larger  number  of  pewter  pieces  than  these  two  remaining  pieces 
suggest. 

Because  religious  vessels  tend  to  be  preserved  longer  than 
domestic  ones,  this  group  includes  what  may  be  the  earliest 
extant  pieces  of  Maryland  pewter  and  silver.  Pewter  for  chalices 


had  been  illegal  in  England  since  the  twelfth  century;  and 
although  Charles  Oman  records  funerary  chalices  (for  priests' 
burials)  of  pewter  as  late  as  the  fourteenth  century,  probably  no 
priest  in  England,  even  a  recusant,  would  have  had  a  pewter 
chalice  in  the  seventeenth  century,  like  that  seen  in  No.  3 ;  also 
the  maker  of  the  latter,  R  I,  though  using  a  typically  seventeenth- 
century  mark,  and  well  within  the  period  of  full  British  docu- 
mentation, is  not  recorded  in  Cotterell.  The  strong  possibility 
thus  exists  that  this  chalice  and  paten  are  by  a  mid-scventeenth- 
ccntury  Maryland  pewterer,  as  yet  unidentified. 

The  provincial  workmanship  and  the  inscription  of  the 
ostensorium  seen  in  No.  10  (c.  1700)  suggest  it  was  probably 
made  in  Maryland.  It  is  difficult  to  imagine  that  the  inscription 
in  the  base,  by  an  obviously  experienced  hand,  was  engraved 
anywhere  other  than  Maryland.  Mr.  Oman  regards  the  ciborium 
in  No.  12  as  probably  not  English  in  manufacture  (though 
English  in  design)  and  its  unidentified  maker  with  the  mark  PE 
was  thus  possibly  a  Marylander.  The  unmarked  silver  chalice  and 
paten  in  No.  13  are  provincial  (probably  Maryland)  pieces  of 
the  1720s  or  '30s.  All  of  these  pieces  are  earlier  than  the  earliest 


Maryland  silver  now  known  (the  Inch  bowl  of  1743).  These 
items  thus  probably  represent  our  first  records  of  Maryland 
silverwork  before  1740. 

Additionally,  the  Joseph  Toy  pyx  (No.  15)  and  the  Sewell 
chalice  and  ciborium  (Nos.  15  &  16)  extend  our  knowledge  of 
later  eighteenth-century  Maryland  silversmithing  into  previously 
undocumented  work  in  Roman  Catholic  forms. 

This  preliminary  study  of  recusant  religious  vessels  introduces 
us  to  artifacts  of  a  number  of  little-known  aspects  of  colonial 


6.  Silver  chalice.  Base  identified  by  Mr.  Oman  as  Irish,  with  engraved  date 
1670;  knot,  top  joint  and  cup  are  later  changes.  The  family  whose  initials 
are  engraved  has  not  been  identified,  though  Fr.  Carley  has  suggested  they 
might  have  been  the  Keatings,  Irish  immigrants  to  Wilmington  in  the 
late  eighteenth  century.  This  chalice  was  found  recently  at  the  Church  of 
the  Annunciation,  Shenandoah,  Pennsylvania,  and  it  could  also  have 
migrated  there  from  the  missions  further  down  the  Susquehanna  at 
Conewago  (founded  1730)  or  Lancaster  (founded  1742).  St.  Charles 
Seminary,  Overbrook,  Pennsylvania. 


culture  in  the  Maryland  area,  and  tells  us  more  about  early 
Maryland  craftsmanship  than  we  have  previously  known. 
Further  searching  should  bring  to  light  additional  forms  and 
examples,  and,  perhaps,  the  documentary  material  which  is  now- 
even  rarer  than  the  objects  themselves. 

The  author  wishes  to  acknowledge  the  assistance  of  many  persons 
in  the  preparation  of  tliis  article,  particularly  the  Rev.  Edward  B. 
Carley,  Sister  St.  Amelias  CND,  Mr.  Charles  Oman,  and  the  late 
Rev.  William  C.  Repetti,  S.J. 


7.  Silver  chalice  by  John  Ward,  London,  r.  1690-1700.  Brought  by  the 
Willcox  family  from  England  to  Concord,  Pennsylvania,  by  at  least  1720. 
Used  in  Masses  held  regularly  in  the  dining  room  of  their  house  from  1720 
to  1857.  Also  known  as  the  Greaton  chalice  after  its  supposed  occasional 
use  by  Fr.  Joseph  Greaton,  S.J.,  founder  of  the  Roman  Catholic  church 
in  Philadelphia,  1733.  St.  Charles  Seminary. 
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The  Wrightsman  Rooms : 
a  magnificent  donation 

JAMES  PARKER 


OVER  a  period  of  years,  beginning  in  the  first  decade  of 
this  century,  the  Metropolitan  Museum  of  Art  has  been 
engaged  in  the  acquisition  and  installation  of  'period  rooms', 
those  complete  interiors  that,  with  the  addition  of  furniture  and 
accessories,  convey  an  unexampled  idea  of  past  living  styles. 
These  rooms,  from  widely  separated  points  in  Europe  and 
America,  are  now  a  principal  attraction  at  the  Museum,  where 
they  often  constitute  the  only  surviving  evidence  of  buildings 
long  since  destroyed. 

The  Western  European  Arts  galleries  include  no  fewer  than 
fourteen  of  these  transplanted  settings,  among  them  elements 
from  England,  France,  Spain,  Italy  and  Switzerland.  To  these 


can  now  be  added  two  magnificent  eighteenth-century  painted 
and  gilded  panelled  interiors  from  the  Hotel  de  Varcngeville  in 
Paris,  and  the  Palais  Paar  in  Vienna.  These  splendidly  installed 
and  furnished  rooms,  acquired  in  1963  with  funds  given  by  Mr. 
and  Mrs.  Charles  Wrightsman,  are  now  open  in  the  far  south- 
west corner  of  the  Park  Wing  on  the  first  floor. 

The  white  and  gold  Varcngeville  room  dates  from  about  1735, 
and  can  be  attributed  to  the  designer-sculptor  Nicolas  Pineau. 
Seemingly  suspended  in  an  intricate  web  of  carving,  the  room  is 
an  expression  of  early  rococo  virtuosity  unmatched  in  America, 
and  rarely  equalled  even  in  France.  The  panelling  was  originally 
made  for  the  Hotel  de  Varengeville,  built  in  the  early  eighteenth 


I.  Room  from  the  Hotel  de  Varengeville,  the  design  attributed  to  Nicolas  Pineau,  c.  1735,  in  painted  and  gilded  oak.  Acquired  with  funds  made  available 
by  Mr.  and  Mrs.  Charles  Wrightsman,  who  have  also  loaned  the  French  red  and  gold  japanned  writing  table,  by  Gilles  Joubert,  at  left  centre. 


2.  Door  and  overdoor  in  the  Varengeville  Room.  3.  Details  of  the  carved  decoration  in  the  Varengeville  Room. 


century  for  the  widowed  Comtesse  de  Varengeville.  The  struc- 
ture of  this  hotel  still  stands,  much  altered,  at  No.  217  Bouleva  rd 
Saint-German  in  Paris. 

Upon  entering  the  room,  the  visitor  is  struck  by  the  variety  of 
motifs  that  adorn  the  walls:  fantastic  birds,  C-scrolls,  palmetto, 
foliage  sprays  and  bats'  wings.  Eleven  trophies,  symbolic  of 
abstract  concepts  such  as  Summer  and  Winter,  Music,  Poetry  and 
Gardening,  are  furthermore  carved  in  the  panels  ranged  about 
the  room.  A  pair  of  overdoors  on  canvas  with  cupid  subjects  by 
Francois  Boucher  and  assistants,  dated  1753,  is  set  into  the 
panelling  above  the  two  pairs  of  double  doors  (the  overdoors  arc 
from  another  source  and  did  not  form  part  of  the  original 
decoration  at  the  Hotel  de  Varengeville).  The  ample  dimensions 
of  the  room — it  measures  forty  feet  long  by  twenty-three  feet 
wide  and  eighteen  feet  high — easily  accommodate  six  large  wall 


mirrors,  in  lavishly  carved  frames,  that  reflect  each  other,  the 
walls  and  the  ceiling.  The  plaster  cornice  and  ceiling  are  modern, 
but  the  flooring  consists  of  eighteenth-century  oak  squares  of 
the  type  called  parquet  de  I  'ersailles. 

The  effect  of  the  carved  decoration  goes  far  to  justify  the 
favour  accorded  to  Nicolas  Pineau  (1684-1756)  by  his  contem- 
poraries, who  judged  him  to  be  a  gifted  draftsman  and  a  brilliant 
innovator.  The  Museum's  panelling  not  only  derives  from  Ins 
designs,  but  may  have  been  in  part  carved  by  him  as  well. 

The  Varengeville  Room  is  largely  furnished  with  loans  from 
the  collections  of  Mr.  and  Mrs.  Wrightsman.  foremost  among 
these  is  the  red  japanned  writing  table  delivered  for  Louis  XV's 
study  at  Versailles  in  1759  by  the  cabinetmaker  Gilles  Joubert. 
This  important  desk  stands  111  the  centre  of  one  of  the  Museum's 
thirty-foot  long  Savonncrie  carpets,  woven  between  16X5  ami 
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1697  for  the  Grande  Galcrie  of  die  Louvre.  Other  Wrightsman 
loans  include  a  pair  of  gilded  walnut  folding  stools  attributed  to 
the  chair-maker  Nu  ol.is-Qumi'hcrt  Foliot,  and  dated  about 
1738;  a  fine  pair  of  cv  .unodjs  signed  by  Jacques  Dubois  dated 
about  1755;  and  a  m  1  lificent  pair  of  bronze  equestrian  statuettes 
of  Fame  and  .  reductions  of  the  marble  groups  of 

1 701-1702  carved  by  Antoine  Coyscvox,  now  standing  at  the 
entrance  to  the  Tuilcries  Gardens. 

The  adja< .  interior  from  the  Palais  Paar  provides  a  marked 
contrast  with  the  Varengeville  Room.  Its  walls  steeped  in 
sky-blue  and  gold  colour,  this  room  conveys  an  effect  of  subtle 
harmon  \  that  sets  it  apart  from  Pincau's  exuberant  creations  next 


door.  Dating  about  1770,  thirty-five  years  later  than  its  neigh- 
bour, the  Paar  Room  exemplifies  the  last  chastened  frolic  of  the 
rococo  before  its  subsidence  into  nco-classicism.  The  room  was 
part  of  the  decoration  commissioned  at  that  time  by  Prince 
Wenzel  Johann  Joseph  von  Paar  for  his  town  residence,  a  baroque 
palace  built  in  about  1630  on  the  Wollzeile  in  Vienna  (the  build- 
ing stood  in  the  first  district  of  Vienna,  at  No.  30  Wollzeile — 
a  street  named  for  weaver^  and  wool  merchants — until  its 
destruction  in  1938). 

Bills  formerly  in  the  possession  of  the  Paar  family  disclose  the 
names  of  the  architect  and  sculptor  who  carried  out  the  work  of 
remodelling  the  interiors  of  the  palace  between  1765  and  1771. 


4.  Left.  Door  and  overdoor  in  the  Palais  Paar 


Room  now  in  the  Metropolitan  Museum  of  Art. 


5.  Facing,  above.  Room  from  the  Palais  Paar 
1769-1771.  On  the  facing  wall  is  the  Museum's 
important  gilt-bronze  clock  with  case  by 
Charles  Cressent,  c.  1733. 

6.  Facing,  below.  Room  from  the  Palais  Paar, 
on  the  floor  the  second  of  the  Metropolitan 
Museum's  great  Savonnerie  carpets  from  the 
series  woven  for  the  Grande  Galerie  of  the 
Palais  du  Louvre. 
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7.  Left.  Decorated  plaster  ceiling  rosette,  a 
modern  copy,  in  the  Museum's  Louis  XVI 
Gallery. 


8  &  9.  Facing,  above  and  below.  The  Metro- 
politan Museum's  Louis  XVI  Gallery,  re- 
modelled with  the  aid  of  funds  generously 
given  by  Mr.  and  Mrs.  Charles  Wrightsman. 


Isidor  Canevale  (1730-1786),  a  French-born  architect,  supplied 
the  designs,  and  the  sculptor  Johann  Georg  Leithner  (1 725-1 785) 
executed  the  woodcarving.  Canevale  was  unquestionably  in- 
debted for  his  inspiration  to  the  ornament  engravings  of  Francois 
de  Cuvillies  (1695-1768),  an  architect  trained  in  Bavaria.  Several 
of  the  carved  motifs  of  the  room,  the  heart-shaped  cartouches 
above  the  door,  the  shaped  panels  of  the  doors  themselves  and 
the  triple  mouldings  that  occur  around  the  room,  are  close 
reflections  of  elements  that  appear  in  Culvillies  engravings. 

This  room  approximates  the  dimensions  of  the  Varengeville 
room,  and,  like  it,  is  provided  with  a  fine  marble  chimncypiece 
of  the  period.  The  furnishings  include  a  pair  of  carved  and  gilded 
console  tables  of  about  173  5-1 740;  a  straight-legged  writing 
table  veneered  with  mahogany,  1 775-1 780,  signed  by  the  cabinet- 
maker Jean-Francois  Leleu;  a  magnificent  gilt-bronze  wall-clock 
set  with  figures  symbolizing  the  Triumph  of  Love  over  Time, 
the  case  by  Charles  Cressent,  about  1733;  and  a  pair  of  gilt-bronze 
andirons,  dating  a  few  years  earlier  than  the  room,  all  loans  from 
Mr.  and  Mrs.  Wrig-htsman.  Another  of  the  Museum's  great 
Savonnerie  carpets,  made  originally  for  the  Louvre,  is  rolled  out 
on  the  parquet,  and  the  four  windows  are  hung  with  sumptuous 
modern  blue  velvet  curtains  trimmed  with  silver  galloon. 

In  the  summer  of  1966,  Mr.  and  Mrs.  Wrightsman  first 
planned  the  remodelling  of  a  gallery,  largely  devoted  to 
Louis  XVI  furniture,  which  adjoined  and  connected  their  two 
panelled  rooms.  The  remodelling  entailed  slight  changes  to  the 
dimensions  of  this  gallery  which  perceptibly  improved  its  pro- 
portions (the  principal  change  affected  the  ceiling,  raised  by  more 
than  two  feet  to  a  height  of  eighteen  feet  four  inches).  So  as 


to  further  enhance  its  appearance,  a  decorated  plaster  cornice  and 
two  ceiling  rosettes,  deriving  from  models  in  the  early  Louis 
XVI  style,  were  cast,  put  in  place,  and  gilded.  A  modern  parquet 
de  Versailles  based  on  prototypes  in  the  Varengeville  and  Paar 
Rooms  was  laid  to  complete  the  gallery's  rehabilitation.  Its  aura 
of  a  'period  room'  is  heightened  by  a  white  marble  and  bronze 
chimneypiece  of  about  1775,  surmounted  by  a  roughly  contem- 
porary carved,  painted  and  gilded  overmantel  from  the  Hotel  de 
Jumilhac,  Paris,  both  the  gift  of  Mr.  Wrightsman,  which  mark 
the  visual  centre  of  the  east  wall. 

This  strikingly  beautiful  new  exhibition  gallery  will  serve  as 
a  setting  for  several  pieces  of  French  royal  furniture,  also  loaned 
by  Mr.  and  Mrs.  Wrightsman:  a  marquetry  upright  secretary 
supplied  by  the  cabinetmaker  Guillaume  Beneman  for  Louis 
XVI's  study  at  the  Palais  de  Compiegne  in  1787;  a  carved  and 
gilded  beechwood  firescreen  made  for  Marie-Antoinette's 
boudoir  at  Fontainebleau  by  Georges  Jacob,  1 782-1 786;  and  a 
set  of  four  gilt-bronze  wall-lights  provided  for  the  study  of 
Marie-Antoinette  at  the  Chateau  de  Saint-Cloud,  1 787-1 788. 
A  pair  of  twenty-four-branch  rock-crystal  and  gilt-bronze 
chandeliers  of  about  1790,  and  a  large  vase  and  pedestal  carved 
from  an  antique  porphyry  column,  set  with  gilt-bronze  mounts 
attributed  to  Pierre-Philippe  Thomire,  about  1773,  are  among 
other  Wrightsman  loans  displayed  in  this  gallery. 

The  outstanding  quality  of  these  objects,  combined  with  the 
taste  of  the  background,  should  provide  much  pleasure  for  a 
visitor  to  the  Wrightsman  Rooms  and  Louis  XVI  Gallery,  all 
of  which  were  the  subject  of  an  article  in  the  November  issue 
of  the  Museum's  Bulletin. 


The  American 
way    iih  art 

JOSEPH  T.  BUTLER  American  Editor  of  The  Connoisseur 

Old  Master  Drawings  from  Chatsworth 

BY  the  end  of  1970,  nine  institutions  on  this 
continent  will  have  presented  this  superb 
selection  of  T20  old  master  drawings  from  the 
collection  of  the  Duke  of  Devonshire  at  Chats- 
worth.  The  International  Exhibition  Founda- 
tion lias  made  possible  the  circulation  of  this 
exhibition  as  well  as  having  earlier  been  re- 
sponsible for  two  other  groups  of  Chatsworth 
drawings  to  have  been  seen  in  this  country — 

'Old  Master  Drawings'  in  1962-1963  and  1.  Raphael.  Mercury 
'Festival  Designs  by  Inigo  Jones'  in  1967-1968.  and  Psyche,  red  chalk, 
As  a  whole,  the  collection  of  drawings  at  over  indications  with 
Chatsworth  is  considered  to  provide  an  excel-  the  stylus.  The  Duke  of 
lent  picture  of  the  history  of  drawings  in  Europe  Devonshire  and  the 
from  the  Renaissance  until  the  end  ot  the  Trustees  of  the  Chats- 
seventeenth  century.  The  onlv  significant  name        worth  Settlement. 


2.  Parmigianino.  A  Shepherd  Asleep,  Under  a  Tree,  pen  and  brown  ink. 
The  Duke  of  Devonshire  and  the  Trustees  of  the  Chatsivorth  Settlement. 

3.  Albrecht  Diirer.  The  Virgin  and  Child  with  the  Infant  St.  John,  pen  and 
brown  ink.  The  Duke  of  Devonshire  and  the  ^Trustees  of  the  Chatsworth 
Settlement. 
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4.  Mies  Van  Der  Rohe.  Farnsworth  House,  Piano,  Illinois  (Entrance), 
1945-1950. 


5.  Mies  Van  Der  Rohe.  Promontory  Apartments,  Chicago,  1946-1949. 


which  is  omitted  from  the  collection  is  that  of 
Michelangelo.  The  numbers  of  drawings  stagger 
the  imagination;  for  instance,  there  are  30 
attributed  to  Raphael,  70  by  Parmigianino,  80 
by  the  Carraccii,  30  by  Rubens,  and  36  by 
Rembrandt,  and  this  is  naming  only  a  few. 

An  interesting  aspect  of  the  collection  is  that 
it  has  always  been  housed  at  Chatsworth.  It 
was  formed  chiefly  by  the  second  Duke  of 
Devonshire,  the  son  of  the  builder  of  the  present 
house;  it  was  constructed  between  1687  and 
1707,  replacing  an  Elizabethan  house.  Many  of 
the  other  collections  have  been  brought  to 
Chatsworth  from  other  houses  which  were 
once  the  property  of  the  family  such  as  Devon- 
shire House,  Piccadilly  and  Chiswick  Villa.  The 
sixth  Duke's  theatre  was  converted  to  a  picture 
gallery  in  1963  so  that  it  is  presently  possible  to 
show  selections  from  the  collection  at  Chats- 
worth. However,  it  is  a  great  pleasure  to  have 
these  circulating  shows  in  this  country.  A  beau- 
tifully illustrated  catalogue  has  been  prepared 
for  the  exhibition  which  contains  brief  essays 
by  Mr.  Thomas  S.  Wragg,  Librarian  and 
Keeper  at  Chatsworth,  and  Mr.  James  Byam 
Shaw,  who  is  a  well-known  scholar  in  this  field. 


Mies  Van  Der  Rohe 

AN  important,  comprehensive,  retrospective 
exhibition  of  the  work  of  the  notable  architect 
Ludwig  Mies  Van  Der  Rohe  has  been  circulated 
in  this  country,  Germany  and  Canada.  The 
exhibition,  which  is  the  first  of  such  a  nature 
to  be  seen  in  this  country  since  1947,  closed  at 
the  Los  Angeles  County  Museum.  It  consisted 
of  fifty  photographs,  sixty  architectural  plans 
and  elevations  and  fifteen  pieces  of  furniture 
representing  a  full  cross-section  of  the  work  of 
one  of  the  world's  greatest  living  architects. 
The  show  was  organized  by  the  Art  Institute 
of  Chicago  in  collaboration  with  the  Graham 
Foundation  for  Advanced  Studies.  Mies  became 
known  as  an  'architect  in  steel";  he  was  director 
of  the  famed  Bauhaus  in  Germany,  the  short- 
lived institution  which  was  a  chief  force  in  the 
early  1930's  of  what  is  now  known  as  contem- 
porary design. 

The  exhibition  will  cover  Mies  Van  Der 
Kobe's  most  important  works  beginning  with 
his  first  skyscraper,  built  in  1919.  Only  his  most 
significant  projects  are  included,  primarily 
those  which  constitute  a  definite  advance  in 
principle. 


The  emergence  of  steel  as  a  viable  archi- 
tectural product  treed  him  from  the  traditional 
restrictions  of  heavy  load-bearing  walls  and 
allowed  him  to  create  vast  interior  spaces  free 
from  interruptions  other  than  slender,  regularly 
spaced  columns.  His  radical  innovations  such  as 
use  of  glass  and  the  creation  of  seemingly 
endless  flowing  space  have  changed  the  face  of 
contemporary  architecture. 

The  show  contains  photographs  of  two  of 
Mies'  most  beautiful  works — The  Barcelona 
Pavilion,  built  for  the  International  Exposition 
in  Barcelona,  Spain,  in  1929,  and  the  well- 
known  Tugendhat  house  in  Brno,  Czccho- 
slavia,  built  in  1930.  It  was  in  1930  that  Mies 
Van  Der  Rohe  was  appointed  Director  of  the 
Bauhaus  School  111  Dessau.  In  1932,  because  of 
Nazi  rule,  the  Bauhaus  was  moved  from  I  )essau 
and  was  re-established  in  Berlin.  It  hung  on 
precariously  for  one  year  until  Mies  was  forced 
to  close  it.  In  an  enormously  difficult  period, 
with  the  Nazi  government  antithetical  to  all 
that  Mies  stood  for,  he  finally  decided  to  flee  to 
the  United  States  where  he  became  a  citizen 
in  1944. 

The  years  beginning  with   1947  and  a  1 1 1 — 


mediately  following  were  Mies'  most  produc- 
tive years  in  actual  building.  Among  the  work 
completed  during  this  period  arc  the  apartment 
houses  at  860  Lakeshore  Drive  in  Chicago,  his 
first  masterpiece  in  America,  and  his  first  all- 
glass  house  designed  for  Edith  Farnsworth,  and 
the  Chapel  and  the  boiler  plant  for  the  Illinois 
Institute  of  Technology.  The  Illinois  Institute 
was  his  greatest  project  for  rarely  does  an 
architect  have  an  opportunity  to  do  anything 
on  so  large  a  scale.  In  both  the  Lakeshore  Drive 
buildings  and  in  the  glass  house  Mies  created 
entirely  new  architectural  expressions  of  great 
inventiveness  based  on  technological  innova- 
tions. 

Writing  in  the  essay  for  the  definitive  cata- 
logue which  accompanies  the  exhibition,  A. 
James  Speyer  has  said  'Mies  has  always  thought 
of  a  skyscraper  as  a  tower,  a  tower  in  the 
medieval  sense,  a  soaring,  slender,  free  vertical 
mass,  and  the  earliest  projects  anticipate  the 
quality  which  was  ultimately  to  be  realized 
in  his  later  works.  The  last  of  his  works  repre- 
sent the  refinement  of  a  concentrated  lifetime 
of  work.' 

Treasures  for  Toledo 

AN  exhibition  recently  closed  at  the  Toledo 
Museum  of  Art  (Ohio)  which  clearly  demon- 
strated the  wealth  of  treasures  which  have  been 
added  to  that  institution's  holdings  during  the 
last  five  years.  The  show  was  made  up  of  over 
one  hundred  objects  which  range  from  ancient 

7.  Christ,  France  (Limoges),  gilt  and  enamelled  copper,  thirteenth  century. 
The  Toledo  Museum  of  Art. 

8.  Tintoretto.  Touch  Me  Not,  oil  on  canvas,  c.  1570-80.  The  Toledo  Museum 
of  Art. 


6.  Mies  Van  Der  Rone. 
M  od  el  fo  r  Chicago 
Federal  Center,  1 959- 
1964. 


9.  Meindert  Hobbema.  The  Watermill,  oil  on 
canvas,  1664.  The  Toledo  Museum  of  Art. 


Egyptian  sculpture,  through  medieval  and 
Renaissance  works,  wonderful  decorative  art 
objects  to  contemporary  American  painting. 

In  the  field  of  ancient  art  two  particularly 
important  additions  are  a  ninth  century  B.C. 
Assyrian  relief  of  a  winged  deity  and  a  life- 
sized  bronze  figure  of  an  athlete  made  by  a 
follower  of  the  Greek  sculptor  Polykleitos  in 
the  second  century  A.D.  An  important  acquisi- 
tion of  Italian  art  is  Christ  and  the  Magdalen  by 
Tintoretto,  and  Toledo's  fine  collection  of 
French  art  has  been  significantly  strengthened 
through  the  addition  by  gift  of  Mr.  and  Mrs. 
Roy  Rihe  of  a  sensitively  sculptured  bust  of 
Benjamin  Franklin  by  Houdon.  A  particularly 
important  portrait  of  the  Taylor  children 
painted  by  Ralph  Earl  in  1796  is  a  significant 
acquisition  in  the  field  of  American  art. 

When  this  writer  thinks  of  the  Toledo 
Museum,  the  first  area  which  comes  to  mind  is 
glass  collecting.  The  last  five  years  have  seen 


important  additions  in  this  field.  There  arc 
pieces  of  Egyptian  glass  from  the  period  of 
Tut-ankh-amen,  early  Christian  gold-glass, 
Dutch  engraved  goblets,  American  nineteenth 
century  glass  given  by  Mrs.  Harold  G.  Duck- 
worth, art  glass,  Libbey  cut  glass,  and  Tiffany 
glass.  In  all,  the  museum's  collections  have  more 
than  doubled  in  the  past  twenty  years  making 
this  institution  a  highly  comprehensive  art 
museum. 

Extraordinary  Auctions  in  Chicago 

A  SERIES  of  auctions  has  begun  in  Chicago 
w  hich  will  empty  the  contents  of  eight  movie 
theatres  which  were  once  the  pride  of  the 
Balaban  and  Katz  theatre  chain.  These  great 
marble  movie  palaces  were  built  in  the  1920's 
and  both  their  architecture  and  decoration  were 
conceived  to  reflect  one  feeling — opulence.  At 
the  period  when  the  theatres  were  built,  buyers 
roamed  the  corners  of  the  world  to  find  objects 
which  were  suitably  elegant;  a  few  of  these 
were  antique,  while  most  were  the  typical 
copies  being  made  at  the  time.  The  result  is  an 
eclectic  mixture  of  Renaissance,  Oriental, 
French  eighteenth  century,  American  contem- 
porary painters  of  the  '20s,  etc.  Some  of  the 


10.  Ralph  Earl.  The  Taylor  Children,  oil  011 
canvas,  1796.  The  Toledo  Museum  of  Art. 
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11.  'Snipe'  Plate,  Pennsylvania,  late  eighteenth  century,  red  earthenware 
with  slip  decoration.  Mr.  and  Mrs.  John  Gordon. 

12.  Dish,  Pennsylvania-German,  c.  1785,  red  earthenware  with  sgraffito 
decoration.  Mr.  and  Mrs.  John  Gordon. 


most  interesting  items  are  architectural  elements 
and  lighting  fixtures  which  were  especially 
designed  for  the  theatres. 

Chicago  Art  Galleries,  who  has  been  con- 
signed the  task  of  auctioning  this  vast  amount  of 
material,  has  reported  that  it  has  had  to  turn 
away  people  on  auction  days  because  of  the 
enormous  interest.  An  auction  was  held  in 
January  and  succeeding  ones  will  be  spaced 
about  two  months  apart  in  1970. 

Two  Hundred  Years  of  American  Pottery 

ON  nth  April  an  interesting  collection  of 
American  pottery  will  be  on  view  at  the  Wilton 
Historical  Society  (Connecticut).  It  is  from  the 


collection  of  Mr.  and  Mrs.  John  Gordon  of 
New  York  City  and  has  been  gathered  over  a 
22-year  period  in  Pennsylvania,  New  England, 
the  Shenandoah  Valley,  North  Carolina  and 
Georgia.  The  collection  will  be  installed  in  the 
Sloan/Raymond  Fitch  house  in  Wilton,  a 
building  which  has  recently  been  given  to  the 
Society,  and  will  be  on  view  through  3rd  May. 

New  England  red  earthenware  is  probably 
the  best  known  for  its  simplicity  and  use  of 
handsome  glazes.  Eighteenth-century  pieces 
have  a  kind  of  timelessness  about  them  which 
go  back  to  the  very  development  of  the  potter's 
wheel,  while  nineteenth-century  pieces  reflect 
more  consciousness  of  contemporary  design 


fashions.  The  German  settlers  in  Pennsylvania 
brought  with  them  a  tradition  of  decorative 
peasant  wares.  Pieces  with  sgraffito  decoration 
reflect  this  design  vocabulary  through  the  use 
of  tulips,  birds,  and  human  figures  closely 
related  to  contemporary  European  motifs. 

This  influence  of  the  Pennsylvania-Germans 
spread  to  the  Shenandoah  Valley  of  Virginia 
and  North  Carolina  as  the  settlers  moved.  The 
Shenandoah  potters  are  well  known  for  their 
use  of  applied  decoration,  while  the  Moravian 
potters  of  North  Carolina  carried  with  them  a 
closer  tie  to  the  decorative  techniques  of 
Pennsylvania.  In  the  nineteenth  century  these 
traditional  decorations  were  sometimes  com- 
bined with  more  fashionable  revival  designs 
with  a  fascinating  result.  A  fascinating  off-shoot 
of  pottery  making  in  the  south  is  that  made  by 
Negro  potters.  Here  the  African  influence  is  to 
be  seen  in  jugs  in  the  form  of  human  heads 
which  have  the  strength  of  primitive  masks.  To 
round  out  their  collection,  Mr.  and  Mrs. 
Gordon  have  included  the  work  of  twentieth- 


13.  Sofa,  Thomas  Affleck,  Philadelphia,  c.  1763, 
mahogany  with  damask  upholstery.  Mr.  and 
Mrs.  Samuel  Chew. 


14-  Chest  of  Drawers,  Jonathan  Gostelowe, 
Philadelphia,  c.  1760,  mahogany.  Mr.  and  Mrs. 
Samuel  Chew. 


century  potters  who  still  work  111  the  time- 
honoured  tradition  of  red  earthenware.  This 
exhibition,  previously  seen  at  the  I.B.M. 
Gallery  in  New  York  City,  should  be  of 
significant  interest  to  those  involved  in  Ameri- 
can crafts  and  decorative  arts. 

The  University  Hospital  Antiques  Show 

AN  event  annually  awaited  by  American 
collectors  is  Philadelphia's  University  Hospital 
Show  and  this  year  it  will  be  held  from  21st 
April-asth  April  at  the  103rd  Engineer's 
Armoury.  In  its  ninth  year,  this  show  has  always 
been  noted  for  the  superb  special  loan  exhibi- 
tions which  have  become  such  an  integral  part 
of  it.  This  year  the  loan  show  has  two  themes — 
a  re-creation  of  the  drawing  room  of 'Cliveden', 
the  historic  Germantown  residence  of  the  Chew 
family,  and  an  exhibition  of  American  ships 
paintings  and  prints. 

'Cliveden'  is  presently  the  residence  of  Mr. 
and  Mrs.  Samuel  Chew  and  it  is  they  who  are 
serving  as  co-chairmen  of  the  special  loan 
exhibition.  The  house  was  built  in  1761  by 
Benjamin  Chew,  Sr.  (1722-18 10)  as  a  summer 
residence  and  it  has  since  been  lived  in  by 
succeeding  generations  of  the  family.  The  elder 
Chew  is  chiefly  remembered  for  his  importance 
as  a  jurist.  He  named  'Cliveden'  for  the  English 
country  seat  of  Frederick  Louis,  Prince  of 
Wales,  where  his  son  George  III  grew  up.  The 
house  is  noted  for  the  excellence  of  its  Phila- 
delphia furniture  in  the  Chippendale  and 
classical  styles  and  represented  are  such  im- 
portant cabinetmakers  as  Thomas  Affleck,  and 
Jonathan  Gostelowe.  Most  .of  these  pieces  have 


been  recorded  in  the  standard  work  Horner's 
Blue  Book  of  Philadelphia  Furniture.  This  will 
certainly  be  a  rare  opportunity  to  view  the 
contents  of  one  ot  America's  important 
eighteenth-century  rooms. 

The  other  special  exhibition  'Ship  Paintings' 
has  been  organized  by  Mr.  Frank  T.  Howard 
and  includes  many  important  items  borrowed 
from  Philadelphia  collectors  and  museums.  The 
chief  purpose  is  to  show  United  States  naval 
engagements  from  c.  1800  to  the  end  of  the 
War  of  1812,  through  paintings,  watercolours, 


prints,  glass  paintings,  cut-out  pictures  and 
woolwork.  Philadelphia  holds  an  important 
place  in  the  early  history  of  American  ship- 
building so  it  is  only  fitting  that  this  emphasis 
should  be  stressed. 

An  Important  American  Reference 
Republished 

IT  was  in  1938  that  Ernest  M.  Currier's  Marks 
o  f  Early  American  Silversmiths  was  published  in 
an  edition  of  750  copies.  Since  these  were 
almost  sold  out  before  publication,  this  has 
been  one  of  the  scarcest  works  on  the  American 
decorative  arts  and  copies,  when  available,  have 
brought  large  sums.  Currier's  book  has  been 
regarded  as  one  of  the  most  important  collec- 
tions of  American  silversmiths'  marks  from  the 
seventeenth  into  the  nineteenth  century.  The 
book  also  has  great  value  because  it  reproduces 
the  author's  silver  notebook  pages  which 
contain  valuable  documentary  material. 

Finally,  the  book  has  been  reprinted  in  an 
unabridged  edition  with  great  fidelity  to  the 
original  by  Robert  Alan  Green  of  Harrison, 
New  York.  All  of  the  original  forewords  to  the 
edition  have  been  included  and  Mr.  Green  has 
contributed  a  new  foreword  of  his  own.  This  is 
a  very  important  reissue  and  one  which  is 
likely  to  become  a  rare  book  on  its  own  merit 
in  the  near  future. 


15.  Artist  unknown.  U.S.  Ship  Franklin  hiring  at 
a  Corsair,  oil  on  canvas,  c.  1820.  'Ships  Paintings' 
Exhibition. 
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A  rare  18th-century  walnut  barometer  by  George  Adams  of  London. 
Circa  1740.  Height:  40  inches. 


Note:  The  following  is  an  extract  from  "English  Barometers  1 680-1860" 

by  Nicholas  Goodison: 

George  Adams  b.  c.  1704  -  d.  1773. 
One  of  the  most  eminent  of  eighteenth-century  instrument-makers, 
George  Adams  was  principally  known  for  his  globes  and  microscopes, 
but  a  wide  range  of  optical,  mathematical  and  physical  instruments 
was  produced  in  his  workshop.  Their  quality  brought  him  an  inter- 
national reputation.  He  held  the  appointment  of  mathematical 
instrument-maker  to  the  Prince  of  Wales,  i.e.  George  III,  before  1760, 
and  later  of  course  to  the  king.  He  was  the  father  of  George  Adams  the 
younger,  and  of  Dudley  Adams. 
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8-10  HANS  ROAD,  KNIGHTSBRIDGE,  LONDON,  S.W.3 
Telephone:  01-589  5266/7 
Members  of  The  British  Antique  Dealers  Association 


Mr.  Norman  Adams  will  be  pleased, 
by  appointment,  to  discuss  and  advise  on 
investment  and  other  matters  relating  to 
antiques  and  works  of  art. 


Early  XVIII  century  gilt  mirror. 
54  inches  by  27  inches 


STANLEY  J.  PRATT 

Limited 

27  MOUNT  STREET  LONDON  W.i 
WiY  cRB 

GROsvenor  1747/8  01-499  1747 
Cables  PRANTEEKS  LONDON  W.i 


Walnut  Bureau,  only  33  inches  wide 
circa  1720 
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